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Year	 1979	 1981	 1984	 1987	 1988	 1990	 1994	
Number	
of	votes	
797	 558	 676	 2,275	 3,221	 8,717	 23,253		 Thus,	it	seems	that	Haugaard’s	celebrity	status	and	popular	appeal—a	result	of	his	mild,	inclusive,	and	folksy	humor,	also	reflected	in	his	election	meetings—impacted	his	win	positively.	Without	wanting	a	result,	SABAE	achieved	the	ultimate	result,	as	the	election	posters	and	campaign	turned	out	to	be	much	more	effective	than	anticipated—or	intended.		
The	election	in	1994	and	Haugaard’s	election	term		By	10	p.m.	on	the	evening	of	the	election,	21st	of	September	1994,	it	was	clear:	Haugaard	had	received	23,253	votes	and	been	elected	to	Parliament.	His	initial	reaction	was	complete	shock—he	never	saw	it	coming,	and	neither	did	his	campaign	manager.	The	night	developed	into	a	huge	party,	Haugaard	recalls,	and	all	he	could	do	was	play	along	(Haugaard	1999,	42).	Outside	his	front	door	a	crowd	of	reporters	awaited,	so	Haugaard	proclaimed:			 I	had	anticipated	[the	outcome	of]	the	election,	since	it	was	‘now	or	never.’	Considering	all	the	things	I	have	promised,	it	couldn’t	go	wrong.	This	is	still	a	joke,	and	I	will	keep	it	going	in	the	Folketing.	I	am	surprised	that	it	is	possible	to	get	elected	based	on	the	kind	of	nonsense	I	have	said.	I	wonder	how	many	other	Members	of	the	Folketing	say	nonsense	without	us	knowing	it.	The	voters	have	definitely	protested	and	I	promise	that	I	will	carry	on	as	court	jester.	(Bresemann	1994b)		 But	Haugaard	did	not	“carry	on	as	court	jester.”	At	first,	he	attempted	to	stay	neutral	in	political	matters	that	required	his	vote,	but	he	soon	learned	that	this	actually	was	not	an	option.	Already	during	his	first	speech	in	Parliament	a	few	weeks	later,	it	became	apparent	
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that	Haugaard	did	not	intend	to	challenge	the	Folketing.41	For	once,	he	appeared	serious	and	he	would	stay	this	way	throughout	his	time	in	Parliament	(Jersild	1994).	As	MP,	Haugaard	took	on	the	role	as	“political	apprentice,”	as	Paul	Smith	phrases	it	(Øvig	Knudsen	2001).	Overall,	he	paid	careful	attention	not	to	interfere	with	the	procedures	of	Parliament	and	to	signal	that	he	took	these	seriously	(Christensen	1999,	177).	“I	had	this	feeling	that	politics	was	deadly	dangerous,”	Haugaard	states	in	the	biography,	as	he	had	observed	that	smarter	and	far	more	politically	savvy	men	than	him	had	previously	failed	in	politics	and	suffered	serious	consequences	(ibid).	His	level	of	ambition	was	therefore	“to	make	it	out	of	Christiansborg	alive”	(Haugaard	1999,	69).		During	his	election	period,	Haugaard	therefore	only	gained	limited	political	influence.	He	even	considered	resigning	his	seat	during	his	last	year	in	Parliament,	but	ended	up	staying	until	the	next	call	for	election	in	February	1998,	approximately	six	months	before	the	end	of	the	election	term.	He	never	ran	for	re-election.	
																																																								41	The	speech	(in	Danish)	is	included	in	Haugaard’s	autobiography	(1999,	55-58).	
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Photo	by:	Hörður	Sveinssen.	
4.	Jón	Gnarr:	an	anarcho-surrealist	in	City	Hall					 			 			
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Introduction	to	case	study	“Why	choose	second	best	when	you	can	have	The	Best?”	This	slogan	and	others	of	its	like	were	originally	invented	for	a	comedy	sketch	show	featuring	the	Icelandic	comedian	Jón	Gnarr	in	character	as	a	“simple-minded	local	politician”	(Gnarr	2014,	47).	However,	the	character	never	appeared	on	television.	Instead,	Gnarr	ended	up	performing	the	role	as	politician	in	real	life	when	he	was	elected	Mayor	of	Reykjavík	in	2010.	He	won	the	election	for	city	council	with	his	newly	founded	political	party,	The	Best	Party,	Besti	flokkurinn,	and	was	mayor	for	a	full	term,	from	2010	to	2014.	This	case	study	explores	how	a	comedian	with	no	former	political	experience,	who	invented	a	political	party	“out	of	pure	fun”	in	his	own	words	(Gnarr	2014,	80),	managed	to	get	elected	for	one	of	the	most	powerful	positions	in	Iceland.	The	chapter	begins	with	a	description	of	Iceland’s	financial	crisis—a	context	of	significance	to	understanding	the	general	atmosphere	in	the	country	and	the	political	turbulence	and	instability	that	characterized	the	Icelandic	society	at	the	time.	Following	this	section,	I	present	Gnarr’s	background	and	motivations	for	founding	The	Best	Party	and	proceed	to	expand	on	The	Best	Party,	its	“anarcho-surrealist”	profile,	and	its	members.		Next,	I	characterize	The	Best	Party’s	election	campaign,	starting	with	its	campaign	performance	strategy,	which	the	various	election	genres	and	material	reflect	in	different	ways.	I	continue	to	examine	The	Best	Party’s	election	promises—one	of	the	most	central	genres	of	the	campaign—and	then	delve	into	the	digital	campaign.	Since	The	Best	Party	primarily	campaigned	online,	I	examine	four	digital	genres	or	platforms	employed	in	the	campaign:	Gnarr’s	blog,	The	Best	Party’s	website,	its	Facebook	page,	and	videos	uploaded	on	YouTube,	including	a	political	ad.	Following	the	website	analysis	I	also	analyze	two	texts	posted	on	the	website,	namely	The	Best	Party’s	party	program	and	so-called	moral	code.	Through	these	analyses	I	am	able	to	uncover	how	and	why	these	artifacts	violate	the	expectations	that	accompany	the	genres,	and	how	these	violations	may	have	impacted	The	Best	Party’s	win.		The	chapter	is	concluded	with	a	brief	description	of	the	election	and	Gnarr’s	election	term	as	Mayor	of	Reykjavík.	
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Historical	context:	Iceland’s	financial	crisis	In	late	2008	three	of	Iceland’s	major	banks	collapsed.	The	loans	and	assets	of	these	banks	had	in	total	grown	to	more	than	9	times	the	national	gross	domestic	product,	and	Iceland	was	threatened	with	national	bankruptcy	(Úlfarsson	2010).	The	impact	of	the	financial	crisis	was	significant:	The	value	of	the	national	currency	plummeted,	making	the	import	twice	as	expensive,	while	inflation	and	unemployment	escalated,	making	many	house	owners	unable	to	pay	their	debts	(Gudmundsson	2013).	In	November,	the	International	Monetary	Fund	(IMF)	took	financial	charge	of	Iceland	Frequent	public	demonstrations	followed	the	economic	collapse,	principally	in	the	center	of	Reykjavík,	Iceland’s	capitol.	The	protests	were	directed	at	the	bankers	and	the	government	that	had	allowed	the	crisis	to	build,	and	they	grew	more	and	more	violent	(Durrenberger	and	Palsson	2015,	xix).	Equipped	with	drums,	pots,	and	pans,	people	demonstrated	loudly	in	front	of	the	Parliament	building,	Althingi,	and	confrontations	with	the	police	were	nearly	an	everyday	occurrence.	This	so-called	‘saucepan	revolution’	caused	the	government	to	resign	in	January	2009,	and	the	then	Prime	Minister	Geir	Haarde	was	eventually	convicted	for	his	part	in	permitting	the	crisis	to	develop	(Boyer	2013,	278).		A	new	left-wing	government	composed	of	the	Social-Democratic	Alliance	and	the	Left-Green	Party	was	elected	in	April	2009.	But	very	little	changed,	since	the	IMF	left	the	new	government	with	limited	power,	demanding	drastic	economic	measures	(Gudmundsson	2013;	Boyer	2013,	278).	Like	their	predecessors,	the	new	leaders	attempted	to	convince	the	citizens	of	Iceland	to	accept	debt	liability	for	the	failed	banks	to	avoid	international	sanctions.	The	new	government	therefore	was	not	seen	to	be	that	different	from	the	preceding.	These	circumstances	were	a	great	source	of	the	public’s	sense	of	betrayal	and	discontentment	with	their	politicians,	and	in	the	words	of	the	Icelandic	author	and	frequent	participant	in	public	debate,	Andri	Snær	Magnason	the	Icelandic	people	lost	their	faith	in	the	entire	political	class	(Weiss	2010).		The	Icelandic	writer	Einar	Már	Guðmundsson	also	encapsulates	this	frustration	felt	by	the	public	in	an	essay	in	which	he	rhetorically	asks,	why	the	wide	population	must	carry	the	responsibility	for	the	financial	crisis	brought	on	by	the	capitalist	class,	just	so	the	capitalist	class	can	carry	on	as	if	nothing	had	happened?	(Guðmundsson	2011,	54).	The	central	question	at	this	point	in	time	was,	in	other	words,	whose	interests	carry	the	most	weight:	The	interests	of	the	financial	institutions	or	the	public’s?		
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In	addition,	Icelandic	politics	was	challenged	on	a	regional	level:	In	the	past	four	years,	from	2006	to	2010,	the	Reykjavík	city	council	had	had	four	different	mayors.	The	coalition	between	the	left	and	center	parties	had	failed,	leaving	a	fragmented	council	struggling	to	collaborate	and	establish	agreements	(Sigurjónsdóttir	2013,	99).	Furthermore,	the	capitol	city	was	seriously	indebted.	Adding	to	the	consequences	of	the	economic	collapse,	which	the	entire	country	was	dealing	with,	the	city	of	Reykjavík	faced	serious	problems.		At	this	time	of	public	insecurity	and	political	instability,	Gnarr	brought	together	a	group	of	artists,	actors,	and	musicians,	when	he	formed	The	Best	Party.	His	run	for	election	to	the	Reykjavík	city	council	on	29th	of	May	2010	caused	a	shift	in	the	political	landscape—a	much-welcomed	shift,	as	we	shall	see.			
The	Best	Party		
The	founder:	Jón	Gnarr	In	a	country	of	320,000	it	is	not	so	difficult	to	become	a	celebrity,	and	in	his	own	words	Gnarr	was	famous	by	the	age	of	14,	simply	because	he	stood	out	physically	in	his	Mohawk	hairstyle	and	with	a	ring	through	the	nose	(Gnarr	2014,	12).	In	his	youth,	Gnarr	was	a	punker	and	was	often	beaten	up	on	account	of	being	a	punker,	a	redhead,	and	weird	(Guðmundsson	2011,	57).	He	was	a	latecomer	in	the	family	and	grew	up	resisting	any	kind	of	rule	imposed	on	him,	either	by	his	parents	or	by	the	school	system.	A	psychiatrist	diagnosed	him	maladaptio,	“a	fancy	word	for	‘retarded,’”	Gnarr	writes,	and	he	never	graduated	from	school	(Gnarr	2014,	19,	31).		He	therefore	became	a	“self-made	man,”	in	his	own	words	(Magnússon	2010).	He	has	had	a	variety	of	jobs,	e.g.,	as	a	taxi	driver,	a	psychiatric	nurse,	and	a	creative	director	in	an	advertising	agency	(Gnarr	2014,	35,	104).	But	foremost,	he	considers	himself	an	artist:	“I	am	my	own	subject.	I	am	the	only	thing	I	have	to	work	with”	(Magnússon	2010).		Gnarr	began	his	career	in	comedy	in	his	late	teens	with	his	friend,	Sigurjón	Kjartansson—a	founding	member	of	the	rock	band	HAM,	whose	members	ended	up	joining	The	Best	Party,	as	I	elaborate	on	shortly.	In	the	middle	of	the	1990s,	Gnarr	started	to	make	a	name	for	himself	as	a	stand-up	comedian:	He	and	Kjartansson	formed	a	radio	duo,	
Tvíhöfði,	in	1994,	and	also	worked	together	on	the	popular	comedy	show	Fóstbræður	on	
Stöð	2,	a	national	television	channel,	as	writers	and	actors	from	1997.	Gnarr	explains	in	an	
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interview	that	a	record	high	number	of	viewers	unsubscribed	from	the	channel,	apparently	because	people	took	offense	to	the	show	(Magnússon	2010).	This	reaction	was	not	new	to	him:	“There	have	been	very	harsh	responses	to	almost	everything	I’ve	participated	in,”	Gnarr	further	notes.	Moreover,	Gnarr	also	has	written,	produced,	and	starred	in	several	movies	of	which	his	most	famous	are	The	Icelandic	Dream	and	A	Man	like	Me	(see	e.g.,	IMDb	2017b).42		Thus,	by	the	time	Gnarr	formed	The	Best	Party	in	2009	he	was	a	well-known	stand-up	comedian,	actor,	and	writer	in	Iceland.	He	had	never	been	active	in	politics,	however,	and	had	never	been	interested	in	politics	either—not	until	the	financial	crash,	as	he	explains	in	an	interview:	“Then	I	just	felt	I’d	had	enough	of	these	[politicians].	After	the	collapse	and	its	aftermath,	I	started	reading	the	local	news	websites	and	watching	the	news	and	political	talk	shows—and	it	filled	me	with	so	much	frustration.	Eww!	So	I	wanted	to	do	something,	to	fuck	the	system.	To	change	it	around	and	impact	it	someway”	(Magnússon	2010).	Gnarr’s	exigence,	in	Bitzer’s	terms,	for	founding	The	Best	Party	was	thus	the	financial	crisis	and	a	dislike	or	distrust	of	established	politicians.	“So	what	do	you	do	when	you	have	to	choose	between	two	options,	both	of	which	are	equally	bad?	You	invent	a	third”	(Gnarr	2014,	46).	And	just	like	that,	Gnarr	founded	The	Best	Party	as	a	nonprofit	organization	(ibid,	65).		
	
The	Best	Party	profile	and	members	The	Best	Party	was,	in	Gnarr’s	words,	“an	anarcho-surrealist	party,	combining	the	best	bits	of	anarchism	and	surrealism.	And	it’s	always	been	my	political	conviction,	really,	anarchism	and	surrealism”	(Magnússon	2010).	Accordingly,	Gnarr	also	describes	himself	as	an	anarchist,	adhering	to	a	non-violent	form	of	anarchism	(Gnarr	2014,	29-30).	I	will	expand	on	Surrealism	shortly.		Anarchism	may	be	understood	as	a	political	philosophy	that	emanated	as	an	upshot	of	the	Enlightenment	and	the	French	Revolution	(Shatz	2011,	725).	Although	anarchist	schools	of	thought	can	vary	significantly,	making	it	hard	to	pin	down	a	stable	definition	of	anarchism	(Franks	2013),	it	often	is	characterized	as	a	non-hierarchical	and	anti-authoritarian	ideology	that	is	commonly	considered	an	extreme	left-wing	ideology	(Ward																																																									42	Adding	to	this,	Gnarr	recently	starred	in	the	Icelandic	comedy	TV	series,	Borgarstjórinn,	in	2016	in	which	he	plays	the	Mayor	of	Reykjavík	(IMDb	2017a).	
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2004,	1–3).	It	promotes	self-governed,	stateless	societies	and	“contains	a	positive	vision	of	the	kind	of	community	it	expects	to	arise	when	political	authority	is	eliminated”	(Shatz	2011).	Achieving	individual	autonomy	and	social	justice	without	the	interference	of	a	state	is	central	to	the	anarchist	project.		Anarchism	also	is	described	as	a	“radically	decentralist	theory	of	political	action”	and	the	collective	of	anarchists	as	“an	activist	group	which	organizes	itself,	always	at	a	local	level”	with	a	revolutionary	tendency	(Munton	2010).	This	description	aligns	well	with	the	organization	of	The	Best	Party:	The	first	members	of	the	party	primarily	were	Gnarr’s	friends,	whom	he	had	to	convince	to	join.	Like	Gnarr,	none	of	them	had	a	political	background.	Additionally,	like	Gnarr,	a	number	of	them	were	public	figures	in	Iceland,	particularly	in	the	music	and	arts	scene,	including	Einar	Örn	Benediktsson,	who	was	lead	singer	in	the	alternative	rock	band	Sugarcubes	(with	Björk),	and	Óttarr	Proppé,	a	musician	from	the	rock	band	HAM.	Both	became	city	council	members.	Adding	to	this,	a	second	member	of	HAM,	Sigurður	Björn	Blöndal,	became	Gnarr’s	assistant	and	policy	advisor,	once	Gnarr	was	mayor	(Gnarr	2014,	34-35).		Thus,	The	Best	Party	was	a	non-hierarchical	activist	group	of	performing	artists	without	political	experience	and	perhaps	not	even	much	interest.43	This	understanding	of	The	Best	Party	also	matches	anthropologist	(and	sister	of	Óttarr	Proppé)	Hulda	Proppé’s	characterization	of	The	Best	Party	as	“a	social	movement	of	the	avant-garde,	a	movement	of	people	living	on	the	cultural	and	political	margin”	(Proppé	2015,	81).	Gnarr’s	wish	to	“fuck	the	system”	and	“change	it	around	and	impact	it	someway,”	as	quoted	earlier,	expresses	the	revolutionary	tendency	of	the	party:	He	intended	to	challenge	political	authority	and	make	room	for	a	different	kind	of	community.	Accordingly,	on	election	night,	after	The	Best	Party	was	declared	winner,	Gnarr	gave	a	speech	that	ended	with	the	words:	“Welcome	to	the	revolution!”	(Proppé	2015,	80).	A	third	central	figure	in	The	Best	Party	was	campaign	manager	Heiða	Helgadóttir.	She	handled	the	practical	and	organizational	aspects	of	the	party	work	and	became	Gnarr’s	right	hand	and	political	consultant	in	the	council	(Gnarr	2014,	68).	In	an	interview,	she	expresses	the	potential	impact	of	the	party	at	the	time	of	its	start-up:	“I	thought	it	would																																																									43	In	fact,	even	after	two	and	half	years	as	mayor,	Gnarr	declared	in	an	update	on	Facebook	on	19th	of	December	2012:	“I	don’t	see	myself	as	a	politician.	I’m	a	political	activist”	(qtd.	in	Sigurjónsdóttir	2013,	105).	
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immediately	serve	a	purpose	simply	to	spread	some	joy	into	an	atmosphere	that	was	so	crippling	and	dry	and	fearful”	(Pendakis	2013).	Laughter	and	joy	were	thus	central	to	the	The	Best	Party’s	project,	and	much	of	this	“joy”	came	from	its	use	of	surrealistic	techniques	in	their	election	material	and	campaign.	Before	I	trace	The	Best	Party’s	election	campaign,	I	therefore	go	over	some	basic	definitions	of	Surrealism.			
On	Surrealism	Like	the	Dada	movement,	Surrealism	dates	back	to	the	20th	century.	It	sprang	from	Dada	as	a	literary	and	artistic	movement	and	“was	conceived	as	a	revolutionary	mode	of	thought	and	action	in	politics,	philosophy,	and	psychology	as	well	as	literature	and	art”	(Birch	and	Hooper	2012).	Like	Dada	artists,	the	Surrealists	expressed	their	art	through	the	collage	or	montage,	juxtaposing	random	objects	or	images	in	surprising	ways	and	coupling	unrelated	objects,	thus	signifying	an	emphasis	on	chance	and	arbitrariness	(ibid).	But	in	contrast	to	Dada,	Surrealism	stressed	“the	positive	rather	than	the	nihilistic”	(Clarke	and	Clarke	2010b).	As	we	shall	see,	positivity	is	a	distinct	characteristic	of	The	Best	Party’s	election	material	and	of	Gnarr’s	attitude	when	in	character	as	a	political	candidate.	Adding	to	this,	Helgadóttir	also	describes	Gnarr	as	a	Surrealist,	as	she	notes:	“So	much	of	his	work	comes	from	a	fear	of	boredom,	fear	of	an	everyday	life	without	joy	and	surprises”	(Pendakis	2013).	Central	to	surrealistic	artwork	is	the	notion	of	automatism—a	notion	originating	from	the	French	poet	and	principal	figure	of	the	movement,	André	Breton	(Foster	1993,	xv).	In	his	“Manifesto	of	Surrealism”	from	1924,	he	relates	Surrealism	with	free	association	including	automatic	writing—a	process,	in	which	all	rational,	aesthetic,	or	moral	concerns	are	disregarded.	The	uninterrupted	flow	of	writing,	or	stream	of	consciousness,	was	thought	to	release	the	unconscious—another	central	notion	to	the	Surrealists	(Buchanan	2010).	Their	work	built	on	Sigmund	Freud’s	theories	of	the	unconscious	and	its	relation	to	dreams,	and	represented	a	quest	for	human	emancipation.	Accordingly,	the	Surrealists	created	boundless	worlds	without	regard	of	time,	place,	or	space	in	their	often	provocative	works	to	blur	the	boundaries	between	dream	and	reality,	art	and	life	(Buchanan	2010;	Foster	1993,	7).		Blurring	the	boundaries	between	what	is	real	or	serious	and	what	is	not	is	a	surrealistic	feature	that	is	particularly	prominent	in	The	Best	Party’s	election	campaign	
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and	what	could	be	referred	to	as	their	overall	campaign	performance	strategy,	which	I	will	go	over	shortly.	The	analyses	also	contain	more	examples	of	how	surrealistic	traits	manifest.		
Gnarr	for	Mayor:	the	election	campaign	2010	More	than	one	third	of	Iceland’s	population	lives	in	Reykjavík,	which	puts	the	mayor	of	the	capitol	city	in	a	powerful	position,	notably	more	so	than	in	most	other	(larger)	countries.	In	fact,	when	the	American	singer	Lady	Gaga	proclaimed:	“I	love	the	Mayor	of	Iceland,”	after	meeting	Gnarr	in	2012	in	Reykjavík,	she	was	not	far	off.	But	since	the	polls	showed	less	than	1	percent	support	of	The	Best	Party	approximately	six	months	before	the	municipal	election	that	took	place	on	29th	of	May	2010,	no	one	at	this	point	expected	or	worried	that	a	group	of	artists	would	take	charge	of	city	hall.		The	Best	Party	primarily	campaigned	online	via	social	media,	as	I	will	go	over	later,	but	was	also	present	in	mainstream	media	throughout	the	campaign,	particularly	as	it	rose	in	the	polls.	Close	to	the	election	politicians	and	political	bloggers	on	Iceland	generally	expressed	concern	about	the	predicted	win	of	The	Best	Party—a	party	with	no	experience	or	knowledge	of	council	affairs	(mbl.is	2010).	Early	on,	however,	its	campaign	was	considered	a	joke,	especially	among	established	politicians	and	political	candidates	(Proppé	2015,	81).	This	was,	at	least	in	part,	because	of	Gnarr’s	and	The	Best	Party’s	performance	overall	during	the	campaign,	and	in	part	because	of	the	party’s	unusual	election	promises	and	material.	Before	analyzing	how	the	party	campaigned	online,	I	therefore	examine	this	performance	and	afterwards	The	Best	Party’s	election	promises.			
Gnarr	and	The	Best	Party’s	campaign	performance	strategy	Originally,	the	idea	for	The	Best	Party	was	invented	for	a	sketch	show,	as	previously	mentioned,	along	with	the	character	Gnarr	would	appear	as	throughout	the	campaign:	“a	simple-minded	local	politician	with	an	autocratic	demeanor	and	completely	absurd	campaign	promises.	His	motto	and	party	logo	was	‘Thumbs	up!’	He	himself	an	odd	mixture	of	Groucho	Marx,	Tony	Blair,	and	an	American	used	car	salesman”	(Gnarr	2014,	47).	Acting	as	a	“simpleton,”	as	Gnarr	refers	to	the	role	in	an	interview,	was	a	strategic	choice	designed	to	catch	attention,	among	other	things	(Magnússon	2010).	This	persona	manifested	itself	in	
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various	ways,	both	in	Gnarr’s	performance	as	a	political	candidate	in	debates	and	mainstream	media	and	in	the	election	material,	as	we	shall	see	later.		For	instance:	Shortly	after	his	creation	of	The	Best	Party	in	November	2009,	Gnarr	states	in	an	interview	that	he	did	so	because	“I	have	long	wanted	to	have	power	and	a	good	salary”	and	“to	get	in	a	position	where	I	can	help	my	friends”	(Visir.is	2009).	A	news	article	in	early	February	2010	likewise	cites	The	Best	Party’s	press	release,	which	declares	that	the	sole	objective	of	The	Best	Party	is	to	get	Gnarr	a	comfortable	office	and	an	assistant—and	“in	order	to	accomplish	this	goal	the	party	applies	deception	and	empty	promises”	(mbl.is	2010).	Gnarr	furthermore	declares	that	the	party	will	not	“keep	its	promises”	and	that	he	intends	to	step	back	as	mayor	“if	the	jobs	gets	boring”	(Pressan.is	2010).		Thus,	part	of	his	act	as	a	simpleton	meant	admitting	that	he	had	no	political	visions	and	that	the	sole	purpose	of	running	for	election	was	to	help	out	himself	and	his	friends.	In	terms	of	Functional	Theory,	Gnarr	offers	no	policy	statements,	only	empty	promises,	and	highlights	the	exact	opposite	(incongruous)	values	commonly	sought	after	in	politicians	(honesty,	integrity)	(Benoit	2007).	The	social	action	of	his	ironic	act	seems	to	be	to	expose	and	criticize	politicians	for	serving	their	own	interests	rather	than	the	interests	of	society.		Moreover,	Gnarr	openly	admitted	that	he	had	no	formal	education	or	interest	in	politics,	and	he	shared	unusual	and	embarrassing	stories	about	himself	in	the	media,	for	example,	that	he	at	the	age	of	four	would	ask	strangers	“if	they	had	been	fucking”	(Magnússon	2010).	In	other	words:	Gnarr	shared	the	type	of	information	about	himself	that	public	figures	normally	would	not	disclose	freely—information	that	undermined	his	ethos	as	a	suitable	political	candidate.	It	moreover	violates	the	expectations	people	have	to	candidates	employing	the	election	campaign	genre.	In	general,	it	made	people	question	whether	he	was	a	serious	candidate	at	all.	Creating	as	sense	of	uncertainty	and	confusion,	however,	was	part	of	the	party’s	strategic	act	to	secure	the	media	and	public’s	attention.	For	this	end,	The	Best	Party	also	used	techniques	characteristic	of	Surrealism	to	obscure	the	lines	between	true	and	false,	real	and	unreal.	For	example,	Gnarr	explains	that	he	had	various	ways	of	disrupting	his	interviews:	by	walking	out	in	the	middle,	not	replying	to	questions,	or	making	absurd	statements	(Gnarr	2014,	65).	Sigurjónsdóttir,	too,	observes:	“The	media	found	it	difficult	to	interview	Jón	Gnarr	because	he	was	very	inconsistent	in	his	answers”	(2013,	103).	Heiða	Helgadóttir	also	mentions	in	an	interview	that	they	would	make	a	false	announcement	of	
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where	their	press	conference	was	taking	place,	also	to	draw	people’s	attention	(Pendakis	2013).			The	documentary	moreover	shows	footage	from	a	debate	between	representatives	from	all	parties	at	the	University	of	reykjavík	close	to	the	election,	which	also	reflects	Gnarr’s	surreal	play	with	roles	and	expectations.	In	his	speech,	Gnarr	first	expresses	doubt	as	to	whether	he	really	wants	pursue	the	office	as	mayor	and	concludes:	“I	have	decided	to	withdraw	The	Best	Party	from	the	city	election.”	After	two	seconds	of	silence,	he	admits:	“Just	kidding.	Now	it’s	finally	getting	exciting	and	I	have	risen	from	the	ashes	like	the	bird	Felix.	Thank	you.	Go	Reykjavík!”	(Úlfarsson	2010).	Mistaking	the	mythical	bird	Phoenix	for	Felix	was	intentional,	as	Gnarr	explains:	“I	was	just	waiting	for	some	blogger	type	to	correct	me	on	that.	That	gets	the	party	press	and	exposure,	and	as	soon	as	they	do,	I	can	stand	aside,	laugh	and	let	the	facts	or	essence	of	what	I	was	saying	do	the	talking”	(Magnússon	2010).		Gnarr’s	act	thus	rested	on	unstable	irony	(Booth	1974):	The	audience	was	constantly	invited	to	reconstruct	the	meaning	behind	Gnarr’s	ironic	act	as	he	shifted	between	sincerity,	irony,	and	Surrealism.	Wall	Street	Journal	similarly	characterizes	Gnarr’s	performance	as	political	candidate	in	terms	of	a	“split	personality”	(Casey	2010).	This	renders	his	ethos	dynamic	due	to	the	confusion	he	likely,	and	intentionally,	caused	among	people	(Isager	2003).		According	to	Gaukur	Úlfarsson,	who	aside	from	directing	the	documentary	“Gnarr”	(2010)	apparently	also	acted	as	campaign	manager	for	The	Best	Party,	Gnarr’s	shifting	personas	or	“split	personality”	was	the	result	of	a	strategy	called	“keeping	them	guessing”	(Sigurjónsdóttir	2013,	102-103).	In	an	unpublished	interview	with	Sigurjónsdóttir,	he	disclosed	that	the	main	purpose	throughout	the	campaign	was	to	maintain	the	media’s	and	the	public’s	attention	by	constantly	keeping	them	wondering	what	The	Best	Party’s	platform	was	and	what	kind	of	politician	Gnarr	was—if	he	really	was	one	at	all	(ibid).	It	was	a	risky	strategy	as	it	left	recipients	unsure	of	The	Best	Party’s	intentions,	which	is	not	a	common	function	of	a	campaign	strategy.	The	analyses	also	illustrate	this	strategy	in	different	ways.		Accordingly,	Gnarr	slipped	in	and	out	of	his	character	as	a	“simple-minded	local	politician,”	never	allowing	people	to	place	him	in	one	category	or	the	other.	Therefore,	people	kept	asking:	Was	Gnarr	joking	or	not?	Where	did	he	place	himself	and	The	Best	
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Party	politically?	Was	he	really	a	simpleton?	Was	he	ever	actually	sincere?	And	did	he	really	mean	that	he	would	only	work	with	people	who	had	seen	the	American	television	show	The	Wire?				
The	Best	Party’s	election	promises		Another	central	aspect	of	The	Best	Party’s	campaign	giving	cause	for	confusion	and	speculations	concerning	the	party’s	sincerity	was	its	election	promises.	These	are	expressed	in	different	election	material,	including	a	political	ad,	“The	Best	Video,”	and	its	party	program,	both	of	which	I	examine	later.	The	Best	Party’s	party	platform,	which	was	written	by	Gnarr	and	other	party	members	in	April	2010	and	published	on	The	Best	Party	website,	moreover	consists	of	13	points	or	election	promises.44	Some	promises	are	obviously	ironic,	some	appear	serious,	and	some	are	hard	to	decode.	For	instance,	in	the	election	video,	Gnarr	promises:	“All	kinds	of	things	for	the	unfortunate.”	The	promise	is	similar	to	one	of	The	Best	Party’s	slogans,	“Áfram	allskonar,”	which,	according	to	Proppé,	can	be	translated	to	“ahead	for	all	kinds”	or	“ahead	for	everything,”	or	“all	kinds	of	everything”	(Proppé	2015,	87).	Neither	of	these	uptakes	actually	means	anything.	Thus,	they	violate	the	generic	function	of	the	election	promise,	which	may	be	understood	as	“concrete	representations	of	the	broader	ideological	principles	that	the	parties	have	staked	out”	(Vassallo	and	Wilcox	2006,	415).	These	promises	are	as	vague	as	they	come.	Furthermore,	the	phrasing,	“All	kinds	of	things,”	is	also	found	in	point	8)	of	the	party	platform:	“We	can	promise	more	cost	exemptions	than	any	other	party—because	we	won’t	
actually	try	to	keep	our	promises!	So	we	could	promise	all	kinds	of	things,	no	matter	what,	from	free	plane	tickets	for	women	to	free	cars	for	the	rural	population”	(Gnarr	2014,	74,	my	emphasis).	By	revealing	that	it	will	not	try	to	keep	its	promises,	The	Best	Party	is	admitting	in	advance	to	“fudging”	its	speech	acts.	According	to	Charlotte	Jørgensen,	‘fudging	speech	acts’	are	“violations	of	fair	argumentation	in	which	arguers	communicate																																																									44	See	appendix	E.	In	Gnarr’s	autobiography,	it	does	not	state	where	the	party	platform	was	published.	However,	Dominic	Boyer	notes	that	The	Best	Party’s	”ten-point	platform”	was	published	on	their	website	(Boyer	2013,	278).	Although	the	platform	consists	of	13	points,	it	was	launched	as	a	”ten-point	platform”—an	obvious	clue	to	irony	corresponding	to	Booth’s	second	clue:	“Known	error	proclaimed”	(Booth	1974,	57).	Briefly	put,	the	author	includes	an	obvious	mistake	to	signal	the	use	of	irony.		
	 109	
manipulatively	with	regard	to	the	speech	acts	they	perform.”	These	commonly	involve	denial	of	the	performed	speech	act	or	claim	of	performing	another	speech	act	(C.	Jørgensen	2010).		However,	in	this	case,	Gnarr	promises	to	break	his	promises,	i.e.,	his	speech	act	is	to	admit	to	fudging	other	speech	acts.	Therefore,	the	promise	constitutes	a	generic	violation,	since	promising	to	break	his	promises	defeats	the	purpose	of	the	genre.	It	also	reflects	Gnarr’s	ironic	play	with	conventions	intended	to	signal	the	absurdity	of	making	such	promises	in	the	first	place.		Moreover,	Gnarr’s	choice	of	“the	unfortunate”	as	recipients	in	the	promise	is	not	a	coincidence.	In	his	autobiography,	he	observes	that	during	the	campaign,		 all	parties	kept	their	language	politically	correct.	As	soon	as	there	was	talk	of	immigrants	or	women’s	equality,	they	all	trotted	out	their	standard	formulations,	and	their	waterproof,	carefully	rehearsed	slogans.	Meanwhile	I	took	the	liberty	of	saying	that	the	Best	Party	would	also	do	something	for	women	and	girls,	and	even	for	the	elderly	and	disabled.	For	the	underdogs,	you	see.	(ibid,	70-71)		The	Best	Party’s	uptakes	of	such	“politically	correct”	promises	are	found	in	several	variations	in	their	party	platform,	e.g.:	“We	also	take	women	and	the	elderly	seriously,”	“Benefits	for	vulnerable	members	of	society,”	and	“Free	dental	treatment	for	children	and	the	disadvantaged”	(ibid,	73-75).	Thus,	these	uptakes	mock	the	kind	of	political	platitudes	resulting	from	one	political	party	trying	to	exceed	another	political	party	in	making	popular	election	promises.		Other	promises	appear	serious,	however.	In	the	party	platform,	several	pledges	center	on	topics	specially	related	to	the	financial	crisis,	for	example:	“Debt	relief	for	everyone!”	and	“The	banking	crash:	those	responsible	are	now	being	asked	to	pay.”	Contrary	to	the	ruling	parties	at	the	time	that	tried	to	convince	the	public	to	accept	debt	liability,	The	Best	Party’s	message	was	different:	“let	the	people	decide—because	the	people	themselves	always	know	best	what’s	good	for	them”	(Gnarr	2014,	74).	By	putting	in	writing	what	most	people	felt	at	the	time,	The	Best	Party	might	have	achieved	voters’	goodwill	(eunoia).		
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Yet,	other	promises	are	of	a	more	surrealistic	nature.	For	example,	in	the	election	video,	Gnarr	promises	“Disneyland	in	the	Vatsnamyrí	area”	and	“A	polar	bear	for	the	Reykjavík	zoo.”45	In	The	Best	Party’s	political	program	he	moreover	suggests,	“training	the	whales	and	fish	off	the	Icelandic	coasts”	(Gnarr	2014,	59).	Promises	such	as	these	clash	with	the	apparently	serious	promises	just	seen	and	primarily	make	one	wonder	how	much	of	what	The	Best	Party	says	or	does	actually	is	real	or	meant	seriously.	In	general,	The	Best	Party’s	election	promises	serve	a	divisive	function:	They	mark	a	distance	between	The	Best	Party	and	traditional	parties,	corresponding	to	the	humor	function	that	Meyer	calls	differentiation—a	strategy	employed	by	rhetors	to	differentiate	themselves	from	opponents,	their	view	from	others’,	or	one	group	from	another	(Meyer	2000,	321).	This	strategy	furthermore	corresponds	to	the	second	and	third	principle	of	Functional	Theory,	which	highlights	the	importance	of	candidates	separating	their	views	and	messages	from	opponents	(Benoit	2007).	By	pointing	out	contrasts	and	differences	between	issues,	concerns,	or	people,	the	sender	simultaneously	divides	and	unifies	audiences,	since	“[h]umor	is	invoked	to	make	both	alliances	and	distinctions”	(Meyer	2000,	321).		 These	election	promises	thus	may	have	been	rhetorically	effective	at	echoing	voters’	frustration	with	status	quo	politicians,	thereby	accomplishing	the	social	function	of	political	humor	and	gaining	voters’	support	(votes).			
The	Best	Party’s	digital	campaign		As	previously	mentioned,	The	Best	Party’s	campaign	primarily	unfolded	on	social	media,	that	is,	BlogSpot,	YouTube,	and	Facebook	(Gnarr	2014,	68).	Additionally,	Gnarr	also	created	a	website	for	the	party.	Social	media	is	an	umbrella	term	for	social	networking	websites	that	allow	users	to	contribute	to	the	content.	Interactivity,	participation,	conversation,	and	community	are	among	central	defining	features	of	such	platforms,	separating	them	from	other	types	of	communication	(Tolstrup	2013,	201;	Christiansen	2014,	426).	Whereas	social	networking	sites	started	out	as	a	niche	product,	they	are	today																																																									45	In	an	interview,	Gnarr	explains	that	the	latter	mentioned	promise	actually	was	meant	seriously:	”polar	bears	are	widely	considered	an	endangered	species,	and	I	honestly	believe	it	would	be	better	to	store	those	that	make	it	over	in	a	zoo,	rather	than	executing	them	on	sight”	(Magnússon	2010).	
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a	mass	phenomenon,	and	at	present,	Facebook,	Twitter,	YouTube,	and	a	campaign	website	“represent	the	bare	minimum	in	digital	campaigning”	(Shaw	2018,	82).		In	Politicking	Online:	The	Transformation	of	Election	Campaign	Communications,	2008	is	declared	“a	watershed	year”	when	it	comes	to	the	use	of	online	platforms	in	campaigns	in	the	U.S.	presidential	election	cycle	(Panagopoulos	2009,	2).	Social	networking	websites,	such	as	YouTube	and	Facebook,	were	employed	as	a	means	to	reach	voters	in	novel	ways	through	online	speech	clips,	invitations	for	events	and	online	groups,	and	announcements	in	videos.	Thus,	social	media	was	recognized	as	a	useful	tool	in	political	campaigns,	providing	better	room	for	creativity	and	activation	of	voters	and	supporters,	among	other	things.	“[T]he	instant	nature	of	social	media,”	as	Shaw	writes,	“combined	with	the	large	number	of	people	engaging,	means	that	the	impact	of	a	well-run	social	media	presence	is	priceless.	Social	media	opens	up	a	world	of	supporters	advocating	on	[the	candidate’s]	behalf—something	more	powerful,	genuine,	and	personal	than	traditional	campaign	advertising”	(2018,	81-82).	Thus,	social	media	has	“become	a	medium	to	which	campaigns	must	attend”	(Williams	and	Gulati	2009,	273)	and	a	tool	like	many	others	that	may	help	accomplish	the	overall	social	action	of	an	election	campaign:	to	maximize	the	candidate’s	number	of	votes	and	thereby	increase	his	or	her	chance	of	winning	the	election.	While	the	content	and	formal	features	of	social	networking	sites	differ,	as	I	will	outline	in	the	following	subsections,	they	perform	overlapping	functions	of	benefit	to	a	campaign.	In	general,	since	social	networking	sites	are	user-driven	and	free,	they	provide	grounds	for	better	reaching	voters	and	turning	users	into	advocates,	supporters,	and	contributors,	thereby	helping	the	campaign	gain	visibility,	raise	funds,	and	mobilize	support.		Understanding	The	Best	Party’s	election	campaign	therefore	requires	an	analysis	of	each	of	these	digital	genres	and	social	media	platforms,	and	how	they	were	employed	in	the	campaign.	In	the	following	subsections	on	Gnarr’s	blog,	the	Best	Party’s	campaign	website,	its	Facebook	page,	and	YouTube	videos,	I	first	define	each	genre	or	platform	in	terms	of	substance,	form,	and	the	typified	social	action	it	performs,	then	examine	its	use	by	The	Best	Party.	Moreover,	the	analyses	consider	how	these	uptakes	may	have	impacted	The	Best	Party’s	victory.		
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The	blog	as	genre	and	Gnarr’s	blog	Blogs	came	into	existence	in	the	late	1990s	(Trent	et	al.	2016,	294;	Miller	&	Shepherd	2004,	2009).	According	to	Miller	and	Shepherd	and	their	study	of	the	blog	as	genre,	definitions	of	blogs	are	often	grounded	in	their	“reverse	chronology,	frequent	updating,	and	combination	of	links	with	personal	commentary”	(Miller	&	Shepherd	2004,	np.).	The	substance	or	content	of	blogs	is	extremely	diverse	and	may	be	categorized	as	photo	blogs,	video	blogs,	and	audio	blogs,	or	grouped	as	personal,	political,	movies,	entertainment,	teen	etc.	(ibid).	Formally,	blogs	consist	of	‘blog	posts,’	which	are	dated	entries	organized	in	reverse	chronological	order	that	contain	a	date,	an	author	name,	and	a	link	for	commentary,	among	other	things.	Furthermore,	the	authors	characterize	the	social	action	of	the	blog	in	terms	of	self-expression	and	community	development.	The	blog’s	“generic	exigence,”	they	write,	is	a	“widely	shared,	recurrent	need	for	cultivation	and	validation	of	the	self.”	By	publicly	expressing	one’s	personality,	bloggers	seek	self-clarification	and	self-validation,	thereby	developing	their	identity	and	relations	with	others.		In	terms	of	election	campaigns,	blogs	can	perform	various	social	actions,	potentially	impacting	politics	in	a	number	of	ways:	Blogs	can	increase	media	coverage	and	at	the	same	time	provide	an	alternative	to	traditional	media,	thereby	enabling	campaigns	to	react	to	events	more	quickly	than	traditional	media.	Blogs	also	may	help	activate	citizens	by	functioning	as	echo	chambers	for	particular	types	of	news	stories	(Trent	et	al.	2016,	294).	Moreover,	blogs	can	function	as	campaign	diaries	stimulating	readers	to	visit	the	campaign	website	for	news	and	daily	updates	(Rackaway	2009,	80).		Unfortunately,	Gnarr’s	blog	is	not	accessible	any	longer.	Thus,	an	examination	of	the	blog	is	not	possible.	Based	on	the	genre	description	some	of	the	common	functions	of	blogs	nevertheless	can	be	inferred:	According	to	his	autobiography,	Gnarr	first	announced	his	creation	of	The	Best	Party	on	Facebook,	then	created	a	blog	and	posted	“surrealist	prose	on	social	issues,”	as	he	phrases	it.	One	of	his	blog	entries	won	attention,	which	led	to	the	press	asking	for	interviews	(Gnarr	2014,	65).	Thus,	it	appears	that	the	blog	initially	served	to	create	visibility	and	media	exposure.	Moreover,	since	the	blog	was	one	of	the	first	steps	Gnarr	took	towards	creating	a	political	party,	it	was	also	one	of	the	first	places	he	started	expressing	himself	politically—
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or	at	least	expressing	himself	as	the	founder	of	a	political	party.	Miller	and	Shepherd	point	out	that	’the	self’	in	a	blog	“is	a	construction,	possibly	an	experimental	one,”	and	“that	construction	is	an	ongoing	event,	the	self	being	disclosed	a	continual	achievement”	(Miller	&	Shepherd	2004,	np.).	Thus,	the	blog	may	have	functioned	as	a	‘playground’	or	‘testing	site’	for	Gnarr:	It	was	possibly	where	he	started	to	develop	and	experiment	with	his	unstable	political	self	that	he	also	appeared	as	in	the	mainstream	media	throughout	the	campaign.	Moreover,	the	digital	platform	allowed	him	to	vent	his	thoughts	about	the	current	state	of	affairs,	thereby	serving	the	typified	social	action	of	self-expression.	Additionally,	based	on	this	self-expression,	the	blog	initially	also	may	have	helped	develop	a	community	of	supporters.			
The	campaign	website	as	genre	and	www.bestiflokkurinn.is	Since	the	early	2000s	campaign	websites	increasingly	have	become	commonplace	in	election	campaigns	(see,	e.g.,	Foot	&	Schneider	2006;	Druckman,	Kifer	&	Parkin	2009,	22;	Tolstrup	2013,	195;	Trent	et	al.	2016,	289).	Based	on	Foot	and	Schneider’s	study	of	“Web	Campaigning	Practices	on	U.S.	Campaign	Web	sites,	1998-2004,”	the	most	prevalent	features	on	campaign	websites	include	candidate	biography,	issue	positions,	campaign	news,	donation	information,	contact	information	(additional	to	Email),	photos	from	events,	and	a	campaign	calendar	(Foot	and	Schneider	2006,	158).	Other	common	formal	features	include	multimedia	features,	such	as	audio	and	video	clips;	personalization	features,	which	allow	users	to	give	personal	information	and	thereby	customize	the	information	they	receive	when	interacting	with	the	website;	and	external	links,	e.g.,	to	voter	registration	websites	and	news	articles	(Druckman,	Kifer,	and	Parkin	2009,	23–25).		Campaign	websites	thus	serve	to	reach	and	inform	voters	(of	policies,	news,	and	events),	recruit	volunteers,	and	collect	donations,	among	other	things.	But	the	function	of	a	campaign	website	changes	as	the	campaign	evolves:	Early	on,	the	website	principally	serves	to	establish	communication	with	the	media	and	activists.	Thus,	like	the	blog,	one	typified	social	action	of	a	campaign	website	is	community	development.	As	the	campaign	develops,	the	aim	of	the	website	is	to	attract	undecided	voters	in	order	to	provide	them	information	about	policies	and	candidates—all	in	an	effort	to	win	their	support	(Trent	et	al.	2016,	292).			
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According	to	his	autobiography,	Gnarr	inaugurated	The	Best	Party	website	in	January	2010	by	posting	the	political	program,	and,	later	the	same	month,	The	Best	Party’s	“moral	code.”46	I	will	analyze	both	of	these	texts	shortly.	The	website	(www.bestiflokkurinn.is)	no	longer	exists,	but	an	article	in	the	national	newspaper	Morgunblaðid	includes	a	screenshot	of	the	website	(see	below)	(mbl.is	2010).		
	Some	of	the	elements	on	the	website	particularly	stand	out:	In	the	top	left	corner,	The	Best	Party’s	slogan	and	logo	are	placed.	The	slogan,	“Besti	Flokkurinn	–	er	besti	flokkurinn”	(“The	Best	Party—is	the	best	party”),	carries	a	simple	message	illustrating	a	somewhat	childlike	logic.	It	aligns	well	with	the	“Thumbs	up”	logo	(see	also	right	figure).	The	internationally	recognized	symbol	for	approval	signals	the	party’s	positive	attitude,	which	was	an	incongruous	attitude	at	the	time.	The	logo	itself	also	exhibits	disharmony:	As	Gnarr	reveals	in	his	autobiography,	the	thumb	deliberately	was																																																									46	Furthermore,	Gnarr	posted	the	Best	Party’s	manifesto	on	the	website	in	January.	All	three	texts	are	included	in	the	autobiography.		
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made	longer	in	an	attempt	to	give	it	a	slightly	indecent	look	(Gnarr	2014,	69).	Thus,	it	was	intended	as	a	provocative	element	meant	to	engage	recipients	by	deliberately	violating	aesthetic	norms	(Klujeff	2012).			The	same	applies	to	the	photo	of	the	woman	showing	cleavage	in	the	top	right	corner	of	the	screenshot:	As	in	much	advertising,	the	sexual	dimension	of	the	photo	is	meant	to	catch	the	eye.	It,	however,	contrasts	with	The	Best	Party’s	slogan	next	to	her,	“algjört	jafnértti!”	(“Absolute	equality!”).	The	stereotypical	female	representation	thus	contradicts	the	message	that	she	appears	to	be	endorsing	and	constitutes	a	clue	to	irony	(Booth	1974).	This	element	is	incongruous	on	a	campaign	website,	marking	instead	repetition	with	critical	distance	(Hutcheon	1985).	The	generic	violation	indicates,	in	other	terms,	that	the	website	is	a	parodic	uptake	of	a	conventional	campaign	website,	which	primarily	is	signaled	through	incongruity	(Hutcheon	1994,	156-157).		At	the	same	time,	the	website	also	appears	to	include	some	of	the	generic	features	one	would	expect	to	find.	For	instance,	the	tabs	from	left	to	right	read:	Front	page,	content,	people,	politics,	chat	room,	party,	contact,	and	sitemap.	The	website	apparently	contains	information	about	the	candidates,	their	issue	positions,	the	party,	and	how	to	contact	them.	The	chat	room	furthermore	appears	to	reflect	the	option	of	interacting	with	The	Best	Party—and	the	party’s	willingness	to	do	so.	Furthermore,	the	website	includes	donation	information	in	the	right	side	of	screen	shot.		Gnarr	himself	explains	that	they	intended	to	make	“the	ugliest	website	that	a	party	had	ever	put	on	the	Internet,”	and	that	it	therefore	consisted	of	the	worst	combination	of	colors,	fonts,	and	typography	that	they	could	find	(Gnarr	2014,	68).	Thus,	it	was	meant	to	give	the	worst	possible	impression	of	the	party,	making	it	appear	as	if	the	sender	lacked	professionalism	(phronesis).	The	parody	is	self-destructive,	in	Hutcheon’s	terms,	as	it	“both	deviates	from	an	aesthetic	norm	and	includes	that	norm	within	itself	as	backgrounded	material“	(Hutcheon	1985,	44).	It	may	be	seen	as	a	self-ironic	rhetorical	move	in	which	The	Best	Party	deliberately	undermines	its	own	ethos	and	thereby	maintains	a	critical	distance	to	the	object	of	the	parody,	namely	political	self-representation	on	party	websites.	Hence,	the	website	did	not	aim	to	accomplish	the	social	action	of	the	genre,	namely	to	attract	voters	in	order	to	convince	them	to	support	the	party.	Moreover,	it	reflects	a	candidate	whose	run	for	office	is	not	serious.	
	 116	
The	party’s	Facebook	page,	which	I	analyze	later,	includes	many	links	to	new	texts	posted	on	the	campaign	website	during	the	campaign.	As	mentioned,	some	of	these	texts	are	reproduced	in	Gnarr’s	autobiography.	The	purpose	of	the	following	two	analyses	of	The	Best	Party’s	party	program	and	moral	code	is	to	examine	how	Gnarr	and	The	Best	Party	take	up	the	genres	and	the	social	actions	they	perform.	For	instance,	in	his	autobiography,	Gnarr	characterizes	the	textual	content	of	the	website	as	pieces	of	text	copied	from	other	parties’	websites	and	election	material,	thereby	resulting	in	“a	unique	cocktail,	completely	meaningless	but	totally	positive”	(Gnarr	2014,	69).	The	analyses	therefore	investigate	the	rhetorical	motive	behind	this	collage-technique.	Furthermore,	the	generic	approach	to	the	material	allows	me	to	examine	what	the	choice	of	a	‘foreign’	genre—the	moral	code—reveals	about	The	Best	Party’s	motives.		The	analyses	are	carried	out	similarly:	They	begin	with	an	examination	of	the	form	and	substance	of	the	genre	and	proceed	to	describe	and	analyze	how	the	two	texts	take	up	the	genre	and	the	social	actions	they	serve.		
	
The	party	program	as	genre	and	The	Best	Party’s	party	program47		In	general,	party	programs,	along	with	manifestoes	and	platforms,	express	a	political	party’s	ideas	and	ideologies	(Vassallo	and	Wilcox	2006,	415).	In	essence,	they	describe	what	the	party	plans	to	achieve,	and	how	it	plans	to	achieve	it.	The	content	of	party	programs	typically	is	characterized	as	a	party’s	values	and	visions	for	developments	in	society	and	“contain	some	mix	of	ideological	statements,	abstract	principles,	broad	goals,	and	specific	policy	proposals”	(ibid).	The	official	document	also	takes	different	forms	as	either	a	policy	agenda,	outlining	the	party’s	long-term	plan	in	general	terms;	a	‘work	program,’	stating	in	more	specific	and	precise	terms	the	party’s	position	on	short-term	societal	issues;	or	an	election	program,	declaring	the	party’s	plans	if	elected	(Bille	n.d.)	and	its	election	pledges	(Mansergh	and	Thomson	2007,	311).		Moreover,	a	party	program	is	“a	type	of	constitutive	rhetoric”	(Roer	2014,	378,	original	emphasis,	my	translation	from	Danish)—a	term	that	originally	derives	from	Kenneth	Burke	and	A	Grammar	of	Motives	(1945).	“As	a	genre,”	Maurice	Charland	writes,	“constitutive	rhetoric	simultaneously	presumes	and	asserts	a	fundamental	collective																																																									47	See	Appendix	C.	
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identity	for	its	audience,	offers	a	narrative	that	demonstrates	that	identity,	and	issues	a	call	to	act	to	affirm	that	identity”	(Charland	2001,	616).	A	party	program	therefore	can	be	understood	as	a	founding	text,	that	is,	an	articulation	of	a	party’s	founding	principles,	and	a	warrant	for	the	actions	it	means	to	carry	out.	The	generic	exigence	of	the	party	program	thus	can	be	characterized	as	a	recurrent	need	for	determining	the	party’s	guideline	and	informing	the	electorate	about	what	the	party	stands	for	and	what	people	can	expect	from	the	party	in	exchange	for	their	vote.			The	Best	Party’s	party	program	is	about	one	and	a	half	page	long	and	describes	its	profile,	values,	plans,	and	pledges	for	the	future.	Overall,	the	text	moves	from	a	description	of	the	challenges	in	Iceland	to	a	description	of	The	Best	Party	and	the	initiatives	it	plans	to	carry	out	if	elected.	More	specifically,	it	outlines	the	need	to	introduce	a	welfare	model	as	seen	in	Scandinavian	countries	to	secure	social	justice	as	a	consequence	of	the	economic	crisis.	It	categorizes	the	party	as	“a	transparent,	democratic	reform	party”	that	is	engaged	in	environmental	protection,	among	other	things.	It	also	mentions	the	parties’	values	(e.g.,	equality)	and	election	promises.	Thus,	the	text	meets	some	of	the	situational	requirements	of	the	genre,	as	it	includes	the	type	of	information	recipients	of	a	party	program	expect	to	find.	 However,	the	party	program	also	deviates	substantively	and	stylistically	from	the	genre	throughout	the	text.	In	fact,	even	the	title	of	the	political	program	hints	at	its	modification	of	the	genre:	“Our	goals:	a	new	kind	of	political	program”	(my	emphasis).	It	begins	by	declaring	that	it	“combines	the	highlights	of	all	the	other	parties’	programs”	(Gnarr	2014,	57).	Taken	literally,	the	sentence	could	be	hinting	at	the	‘surrealistic	collage-technique’	Gnarr	confesses	to	in	his	autobiography.	The	following	sentences	also	seem	to	be	a	mix	of	textual	fragments:			We	rely	primarily	on	concepts	that	have	proven	themselves	in	the	welfare	states	of	Northern	Europe.	That	sounds	pretty	good	when	you	first	hear	it.	Both	the	state-controlled	planned	economy	with	its	paternalism,	and	the	laissez-faire	and	market	ethos	of	neoliberalism	have	failed,	while	societies	that	embody	an	active	democracy	seem	to	be	quite	resilient.	(Ibid)		
	 118	
Here,	a	stylistic	shift	occurs	in	the	second	sentence,	marking	a	‘low’	style	by	creating	a	bathos	effect.	The	transition	from	the	inserted	comment	to	the	next	sentence	is	particularly	striking,	since	what	follows	is	a	string	of	complicated	words	describing	political	conditions	written	in	an	objective	tone.	Accordingly,	the	change	of	style	reveals	a	compositional	incongruity,	corresponding	to	Booth’s	clue	to	irony,	“Clashes	of	style:”	Stylistic	irony	reveals	itself	as	inconsistencies	in	the	writing	style,	for	example,	as	shifts	in	the	vocabulary	or	language,	or	an	unusual	punctuation.	Thus,	a	text	may	arouse	suspicion	if	part	of	it	suddenly	deviates	from	what	we	consider	the	usual	or	ordinary	way	of	writing,	or	the	particular	author’s	way	of	writing	(Booth	1974,	63).	In	other	words,	this	stylistic	shift	marks	a	breach	of	the	generic	form.	More	stylistic	breaches	follow,	as	Gnarr	proceeds	to	describe	the	tasks	lying	ahead	of	The	Best	Party:			The	economic	crisis	has	hit	us	particularly	hard	and	meant	the	crash	was	deeper	for	us	than	it	was	for	most	of	our	neighbors.	Unfortunately,	the	mood	in	the	country	is	correspondingly	lousy.	That’s	why	the	Best	Party	now	really	has	to	roll	up	its	sleeves	and	be	a	model	of	reconstruction,	economic	stability,	social	justice,	and	a	better	standard	of	living,	a	torchbearer	to	free	us	from	the	dark	ages	and	lead	us	into	a	better	future.	We	want	to	maintain	freedom	of	trade	and	an	open,	non-state	controlled	economic	order.		To	be	honest:	We	don’t	have	any	party	program	of	our	own.	But	we	still	act	as	if	we	did.	(Gnarr	2014,	57-58)		Starting	from	the	top	of	the	quotation,	a	shift	of	style	appears	between	the	second	and	third	sentence:	The	informal,	and	thus	unconventional,	description	of	the	mood	in	the	country	as	“lousy”	contrasts	with	the	pathos-filled	declarations	in	the	following	sentence.	The	vernacular	language	is	replaced	with	a	solemn,	even	self-important	figurative	language	seen	in	expressions	such	as:	“roll	up	its	sleeves,”	“a	model	of	reconstruction,”	and	“a	torchbearer	to	free	us	from	the	dark	ages.”	These	metaphors	emphasize	that	it	is	time	for	change	and	time	to	get	to	work—perhaps	most	emphatically	expressed	through	the	description	of	the	Best	Party	as	a	“torchbearer,”	i.e.,	the	light	shining	in	“the	dark	ages”	(the	crisis).		
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However,	the	pathos	in	these	lines	is	abruptly	punctured	in	the	following	paragraph,	when	Gnarr	admits	to	only	having	acted	as	if	they	have	a	party	program,	creating	a	bathos	effect.	The	admission	is	a	“direct	statement,”	in	Rose’s	terms,	that	is,	a	comment	to	the	recipient	of	the	parody	(Rose	1993,	38).	In	this	case,	Gnarr	‘tells’	us	that	he	was	only	imitating	a	political	‘high’	style.	Further,	this	admission	constitutes	yet	another	clue	to	irony,	namely	a	“Straightforward	warning	in	the	author’s	own	voice”	(Booth	1974,	53).	According	to	Booth,	these	“direct,	unmistakable	invitations”	are	often	found	in	titles	or	epigraphs,	such	as	quotations	from	famous	ironists,	or	other	kinds	of	direct	statements	from	the	author	in	the	text.	However,	direct	clues	“may	or	may	not	be	reliable	clues	as	to	what	the	work	achieves,”	Booth	writes,	and	we	should	therefore	remain	skeptical	to	the	author’s	intention,	since	“for	all	we	can	know	in	advance,	[s/he]	may	turn	things	upside	down	once	more”	(ibid,	55).		Accordingly,	it	raises	questions	such	as:	Is	the	entire	political	program	meant	as	a	joke,	or	only	parts	of	it?	For	example,	the	suggestion	that	Iceland	adopts	the	Scandinavian	welfare	model	to	“secure	social	justice	and	restore	its	future”	seems	reasonable	in	light	of	the	crisis.	But	how	is	the	reader	supposed	to	tell	the	difference	between	serious	suggestions	and	mocking	parody?		The	admission	constitutes	an	obvious	generic	violation:	Recipients	expect	to	read	a	party	program	but	are	now	informed	that	The	Best	Party	does	not	actually	have	one.	Thus,	the	text	admits	to	being	a	parodic	uptake	of	a	party	program	and	aims	to	accomplish	an	entirely	different	social	action	than	informing	recipients	about	The	Best	Party’s	plans	for	the	future	if	elected.	Furthermore,	it	causes	a	shift	in	expectations	because	if	this	is	not	a	party	program,	what	is	it	then?		The	second	half	of	the	text	continues	to	outline	what	the	Best	Party	is	and	what	it	wants.	The	text	continues	to	do	so,	while	mixing	formal	and	colloquial	language,	thus	exhibiting	more	stylistic	shifts	signaling	parody,	as	seen	in	the	following	text	excerpt:		We	defend	the	systematic	statehood	and	economic	and	cultural	independence	of	Iceland,	including	its	parliamentary	democracy	and	its	legal	system.	Citizens	are	being	extremely	cautious	these	days.	That	is	understandable.	For	us,	individual	human	beings	are	paramount,	and	by	that	we	mean	women	as	well	as	men.	We	don’t	think	that	women	are	naïve	fools	who	only	come	out	with	trivial	crap,	but	serious	people	who	have	something	to	
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say	[…]	Therefore,	we	want	to	open	a	women’s	café,	where	women	can	indulge	in	every	imaginable	specialty	coffee,	in	flavors	such	as	vanilla	or	cinnamon,	while	chatting	away	to	their	heart’s	content	and	slagging	off	whoever	and	whatever	they	want—and	every	word	will	be	recorded	and	carefully	archived.	(Ibid)		The	first	sentence	echoes	abstract	political	language.	What	does	it	mean	to	“defend	the	systematic	statehood	and	economic	and	cultural	independence	of	Iceland”—and	against	whom?	It	may	or	may	not	be	seriously	meant	and	appears	to	mimic	political	platitudes,	which	any	political	party	could	have	written.	The	same	applies	to	the	fourth	sentence:	“For	us,	individual	human	beings	are	paramount.”	The	emptiness	of	this	imitated	language	marks	the	critical	edge	of	the	parody;	it	exposes	and	attacks	political	language	as	essentially	form	void	of	content.		Furthermore,	this	imitated	high	style	shifts	to	a	low	style,	when	Gnarr	switches	to	a	vernacular	vocabulary	reflected	in	words	and	terms	such	as	”naïve	fools,”	“trivial	crap,”	and	“slagging	off…”	Moreover,	this	passage	shows	not	only	a	change	of	vocabulary,	but	also	a	change	in	Gnarr’s	writing	style:	One	thought	seems	to	take	over	the	next,	and	there	is	no	clear	connection	between	the	first	and	second	sentence,	for	example.	However,	the	following	digression	into	the	women’s	café	appears	too	coordinated	to	be	just	a	surrealistic	stream	of	consciousness.	Rather,	the	passage	appears	to	mimic	surrealistic	automatic	writing—a	calculated	absurdity.	Moreover,	the	extreme	level	of	detail	in	the	women’s	café	initiative	reflects	Hutcheon’s	second	structural	marker,	“exaggeration/understatement”	(Hutcheon	1994,	156-157).	Although	Gnarr’s	presentation	of	women	in	this	passage	appears	sexist,	no	other	information	or	material	supports	such	an	interpretation.	Rather,	the	unusual	and	inconsistent	writing	style	signals	that	it	is	a	parodic	uptake	of	a	cliché-ridden	proposal	for	gender	equality.		The	final	paragraphs	of	the	program	present	a	series	of	pledges,	first	linking	to	the	party’s	focus	on	environmental	protection,	second	to	the	party’s	general	attitude	and	behavior:			we	want	systematic	recycling,	a	transparent	use	of	natural	resources,	electric	cars,	and	less	pollution	of	the	air	and	the	environment,	all	on	the	basis	of	equality	and	equal	authority—in	line	with	the	values	of	our	party.	We	do	not	smoke	and	we	do	not	drink	alcohol.	We	will	turn	
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up	at	meetings	and	gatherings	and,	whenever	possible,	be	in	a	good	mood—we	will	also	be	thoughtful,	take	responsibility,	and	make	decisions.	We	want	a	new	society—the	best	society	that	ever	existed!	(Gnarr	2014,	59)		The	sudden	shift	of	topic	in	the	middle	of	the	paragraph	again	marks	an	inconsistent	writing	style	alerting	us	to	irony.	But	contrary	to	all	other	pledges	or	initiatives	presented	in	the	political	program,	the	pledges	concerning	environmental	protection	appear	serious.	These	are	plausible	pledges,	neither	irrational	like	the	women’s	café	nor	too	commonplace	like	the	ones	that	follow	concerning	the	party’s	“good	mood”	and	ability	to	“make	decisions.”	These	latter	pledges	are	examples	of	the	ironic	marker	“literalization/simplification”	(Hutcheon	1994,	156-158).	Promising	in	such	literal	terms	that	one	will	“make	decisions”	and	“take	responsibility,”	for	example,	is	not	actually	promising	anything	at	all.			Above	all,	the	parodic	uptake	violates	the	genre	by	not	informing	recipients	about	what	the	party	intends	to	do	if	elected.	In	other	words,	recipients	are	left	guessing	about	The	Best	Party	after	reading	this	text.	Thus,	it	is	marked	by	unstable	irony:	The	intention	of	Gnarr,	the	ironist,	is	unclear	in	the	sense	that	apart	from	mocking	the	genre,	the	text	does	not	provide	clarity	about	whether	or	not	The	Best	Party	is,	in	fact,	a	serious	contender	in	the	election.		Gnarr’s	self-representation	in	the	text	moreover	rests	on	unstable	irony:	On	the	one	hand,	it	represents	his	parodic	persona	as	a	political	candidate	full	of	positive	intentions,	promising	only	the	best	of	the	best.	Furthermore,	he	admits	to	‘borrowing’	from	other	political	parties’	programs,	because	it	“sounds	pretty	good.”	Thus,	it	matches	his	overall	campaign	performance	as	a	“simple-minded	local	politician”	or	“a	simpleton”	with	a	positive	attitude.	On	the	other	hand,	the	text	leaves	an	impression	of	a	calculating,	strategic	satirist:	By	admitting	to	imitating	political	programs	of	other	parties	and	adding	surrealistic	suggestions	between	the	serious-sounding	sections,	the	text	marks	a	critical	distance	to	the	genre	and	to	the	kind	of	formal	language	common	in	political	programs.	Overall,	it	reveals	that	The	Best	Party’s	party	program	aims	to	accomplish	the	social	action	of	political	humor	(criticism	and	entertainment)	rather	than	the	social	action	of	the	election	campaign	genre	(winning	votes).	
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The	moral	code	as	genre	and	The	Best	Party’s	moral	code48		As	mentioned,	a	moral	code	is	not	a	common	campaign	genre.	The	label	itself	suggests	a	protocol,	etiquette,	or	a	set	of	principles	outlining	morally	responsible	behavior.	A	moral	code	therefore	could	be	acquainted	with	an	organization’s	corporate	social	responsibility	(CSR)	statement	or	policy,	which	concerns	its	values	and	compliance	with	ethical	standards,	laws,	and	norms.	It	may	even	outline	“actions	that	appear	to	further	some	social	good,	beyond	the	interests	of	the	firm	and	that	which	is	required	by	law”	(McWilliams	and	Siegel	2001,	117).	A	company’s	CSR	policy	is	also	meant	as	a	guide	for	its	clients	to	what	the	company	stands	for.	Its	social	action	is	thus	to	inform	the	public	of	how	the	company	takes	responsibility	for	its	impact	on	society.			Corporate	Social	Responsibility	moreover	relates	to	business	ethics.	Ethics,	in	general,	as	DeGeorge	writes,	concerns	“the	rules	that	ought	to	govern	human	conduct	[and]	the	values	worth	pursuing”	(DeGeorge	2010,	13).	In	the	context	of	a	business	website,	a	moral	code	also	could	be	understood	as	an	articulation	of	an	organization’s	values	and	its	“mission,	vision,	goals,	and	reward	or	punishment	system,”	thereby	reflecting	its	organizational	culture	(Bowen	2017,	317).	Thus,	as	a	genre,	a	moral	code	is	more	commonly	or	easily	associated	with	a	business	website	and	its	presence	on	a	political	party	website	therefore	violates	our	expectations.	Accordingly,	the	choice	of	genre	raises	the	questions:	Why	does	Gnarr	take	up	this	genre?	And	what	social	action	does	it	aim	to	accomplish?			The	text	consists	of	a	brief	introduction	composed	of	three	short	paragraphs	followed	by	10	points	detailing	the	Best	Party’s	“rules	of	moral	behavior,”	as	Gnarr	puts	it	(Gnarr	2014,	94).	Each	rule	begins	with	an	emphasized	keyword	followed	by	an	explanation.	These	keywords	are:	1)	“Independence,”	2)	“Honesty,”	3)	“Personal	Hygiene,”	4)	“Helpfulness,”	5)	“Cover-ups,”	6)	“Confidentiality,”	7)	“Good	mood,”	8)	“Respect,”	9)	“Honesty,”	and	10)	“Cooperation”	(Gnarr	2014,	94-96).	As	is	seen,	the	keyword	“Honesty”	appears	twice,	but	the	text	ensuing	the	identical	keywords	is	different.	I	will	return	to	this	apparent	mistake	later.																																																									48	See	Appendix	D.	
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Overall,	the	initial	text	is	characterized	by	logos	and	to	some	degree	pathos.	In	the	first	two	paragraphs,	the	text	establishes	that	the	rules	of	moral	behavior	apply	to	The	Best	Party	members	and	representatives,	and	that	the	penalties	of	violating	these	rules	are	serious.	These	paragraphs	are	characterized	by	formal	and	legal	language	reflected	in	phrases	such	as	“Anyone	who	is	suspected	of	violating	the	rules	must	temporarily	relinquish	office	while	relevant	officials	investigate	the	matter”	(Gnarr	2014,	93).		Fragments	in	between	the	legal	phrasings	arouse	suspicion	of	irony.	For	example,	the	second	sentence	in	the	first	paragraph	informs	us	that	the	rules	hold	for	“individuals	who	represent	the	party	in	public,	in	the	media,	on	the	Internet,	or	using	other,	similar	technologies,	including	those	that	have	yet	to	be	invented”	(ibid,	my	emphasis).	This	list	of	possible	communication	platforms,	existing	as	well	as	non-existing,	appears	overly	detailed,	even	exaggerated.	A	similar	example	supports	this	impression:	In	the	second	paragraph	we	learn	that	if	a	Best	Party	member	is	suspended,	this	member	“must	surrender	his	or	her	party	card	as	well	as	all	articles	that	bear	the	logo	of	the	Best	Party,	
such	as	T-shirts,	buttons,	and	pens”	(ibid,	my	emphasis).	Again,	this	detailed	list	of	objects	that	one	must	return	upon	suspension	of	the	party	seems	exaggerated:	Demanding	to	have	a	button	or	pen	returned	hardly	seems	like	normal	practice.	These	over-detailed,	exaggerated	statements	function	as	hyperbolic	signals	marking	irony	(Hutcheon	1994,	156-157).		The	initial	incongruous	elements	indicate	that	the	text	is	a	parodic	uptake	of	a	CSR	related	genre:	It	outlines	the	rules	and	laws	that	the	party	complies	with	and	the	moral	values	it	represents	through	an	inconsistent	‘high’	style.	For	example,	in	the	10	rules	that	follow	the	style	shifts	from	a	formal	language	to	a	vernacular	language,	in	particular	towards	the	end.	Vernacular	words	and	phrases,	such	as	“old	granny”	in	rule	4),	“If	someone	tells	us	that	we	suck,”	and	“We	do	not	discriminate	against	anyone,	not	even	the	dumbest	moron,”	both	in	rule	8),	clash	with	the	logos	style,	which	was	prevalent	in	the	beginning	of	the	text.	Inconsistencies	of	vocabulary	or	language,	shifts	in	sociolects	or	dialects,	and	variations	of	spelling	are	all	examples	of	stylistic	markers	of	irony	(Booth	1974,	71;	Hutcheon	1994,	156).	Logos,	however,	still	characterizes	rule	1):	This	rule	centers	on	“Independence”	and	firmly	states	that	the	Best	Party	is	“autonomous	and	independent,”	and	therefore	does	not	accept	contributions	from	any	source	(Gnarr	2014,	94).	If	an	offer	of	financial	support	is	
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made,	the	Best	Party	must	reply:	“The	acceptance	of	sponsorship	from	commercial	
companies	violates	Article	1	in	our	moral	code!”	(ibid,	original	emphasis).	The	language	echoes	that	of	a	legal	document,	thus	reflecting	logos,	and	the	use	of	italics	and	exclamation	point	signals	a	strong	conviction,	thus	reflecting	pathos.	But	the	solemn	style	is	discontinued	in	the	following	and	last	sentence	of	the	rule	as	pathos	turns	into	bathos:	“However,	it	is	not	excluded	that	we	may	declare	this	point	to	be	void	where	necessary,	or	at	least	rethink	it	and	change	its	wording”	(ibid).		The	strong	conviction	expressed	in	the	former	sentence	is	incongruous	with	the	sudden	change	of	attitude	in	the	following	sentence.	It	also	marks	an	obvious	generic	violation	to	make	rules	that	include	exceptions	to	the	very	same	rules.	It	dismisses	the	entire	purpose	of	the	genre.	Thus,	the	social	action	is	not	to	present	The	Best	Party’s	protocol	of	its	ethical	standards	and	norms	to	the	public.	Rather,	the	ironic	inversion	of	this	rule	(and	others)	indicates	that	the	text	means	to	mock	the	act	of	formulating	rules	that	are	so	easily	broken.	As	mentioned,	rule	2)	and	9)	are	both	called	“Honesty”	and	thereby	reflect	Booth’s	second	clue	to	irony,	“Known	error	proclaimed”	(Booth	1974,	57-59).	This	clue	refers	to	the	type	of	‘mistakes’	in	the	text,	which	seem	too	extraordinary	or	ignorant	to	be	unintentional.	The	author	includes	a	known	error,	in	other	words,	to	signal	the	use	of	irony.	In	this	case	the	critic	has	to	decide,	whether	it	is	most	probable	that	Gnarr	deliberately	used	the	same	keyword	twice,	or	whether	he	simply	failed	to	notice	the	repetition.		Judging	also	from	the	content	of	these	rules	it	is	most	likely	that	Gnarr	meant	to	repeat	the	keyword,	which	thus	functions	as	a	clue	to	irony:	Both	rules	reject	that	The	Best	Party	members	or	representatives	would	ever	tell	a	lie,	but	then	at	the	same	time	admit	that	it	could	happen.	Accordingly,	rule	2)	solemnly	declares:	“We	expressly	decline	to	tell	a	
lie.	Should	this	nevertheless	occur,	we	will	admit	it	without	hesitation.	If	we	are	caught	telling	a	lie,	we	ask	for	forgiveness	and	promise	never	to	do	it	again”	(Gnarr	2014,	94-95,	my	emphasis).	In	comparison,	rule	9)	firmly	states:	“We	never	lie—unless	we	are	forced	to	do	so”	(ibid,	96,	my	emphasis).	Thus,	like	the	first	rule,	both	rules	2)	and	9)	exhibit	incongruous	statements	marking	irony:	The	absolute	rejection,	“We	never	lie,”	is	invalidated	by	the	following	part,	“unless	we	are	forced	to	do	so.”	The	exception	cancels	the	entire	rule.		
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Several	other	rules	follow	this	pattern.	For	example,	rule	5)	concerning	“Cover-ups”	initially	declares	that	the	Best	Party	will	not	keep	silent	or	take	part	of	cover-ups,	as	this	threatens	democracy.	“[W]e	make	no	use	of	these	practices,	at	most	exceptionally	and	then	only	in	self-defense.	With	us,	everything	gets	said—except	when	it	damages	the	reputation	of	the	party”	(ibid,	95).	The	Best	Party	is,	in	other	words,	at	liberty	to	accept	financial	support,	lie,	or	cover	something	up,	if	it	is	in	the	party’s	best	interest	to	do	so.		The	wording	of	the	rules	clearly	express	that	the	social	action	of	the	text	is	not	to	enforce	these	rules,	but	to	expose	how	easily	they	are	broken.	The	parodic	uptake	has	a	highly	satiric	edge:	It	functions	to	criticize	immoral	behavior,	and	since	Gnarr	mixes	genres	belonging	to	the	worlds	of	politics	and	business,	this	criticism	is	directed	at	both,	that	is,	the	politicians	and	bankers	responsible	for	the	financial	crisis.	He	does	so	by	ironically	inverting	the	rules	of	moral	conduct	rendering	these	obsolete	and,	in	effect,	absurd.	As	such,	he	acts	as	the	satirist	holding	the	political	and	financial	elite	to	a	moral	standard,	speaking	truth	to	power,	thereby	fulfilling	the	social	function	of	political	humor.		Moreover,	the	text	reflects	Gnarr’s	unstable	shifting	political	persona.	It	primarily	represents	Gnarr	as	a	calculating	candidate	(more	so	than	simple-minded),	who	admits	that	The	Best	Party	will,	for	example,	cover	up	and	tell	lies,	if	it	suits	the	party.	This	persona	knows	the	political	jargon	and	echoes	political	platitudes	in	a	self-important	and	solemn	or	high	style	to	give	weight	to	the	lofty	expressions.	He	furthermore	introduces	a	business	genre	to	the	political	party	website,	thereby	signaling	his	adherence	to	the	business	world	as	well.	Thus,	through	his	persona,	Gnarr	signals	a	satiric	intention	with	the	parody,	namely	to	expose	and	criticize	the	hypocrisy	among	the	political	and	financial	elite.	But	like	the	party	program,	this	text	too	leaves	its	recipients	in	the	dark	with	respect	to	The	Best	Party’s	intentions.	Is	The	Best	Party	to	be	understood	as	a	serious	alternative	to	the	current	politicians?	Contrary	to	the	genre,	this	text	is	unclear	rather	than	informative,	and	thereby	sabotages	the	generic	function.	In	turn,	it	may	have	provided	the	public	comic	relief,	if	the	public	recognizes	the	target	(political	and	financial	authorities)	and	agrees	with	the	parody.		
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Facebook	as	social	media	platform	and	The	Best	Party’s	Facebook	page	Facebook	came	into	existence	in	2004	and	is,	as	Catherine	Shaw	puts	it,	“still	king	of	social	networking”	(Shaw	2018,	93).	The	social	networking	platform	enables	users	to	create	personal	profile	pages	and	group	pages	(such	as	for	a	campaign)	and	share	content	for	free.	The	most	central	formal	feature	probably	is	the	status	update.	Users	can	post	status	updates	consisting	of	text,	video,	photos,	and	links,	which	other	users	can	comment	on	or	‘like.’	Status	updates	can	be	characterized	as	‘micro	blogging’	and	thus	may	serve	the	same	functions	of	self-expression	and	community	development	as	blogs	(Miller	and	Shepherd	2004,	2009).	Furthermore,	frequency	and	brevity	of	status	updates	are	formal	features	often	emphasized	in	campaign	literature	(Shaw	2018,	96;	Tolstrup	2013,	206).	Shaw,	for	example,	recommends	updating	the	Facebook	page	every	other	day	during	the	campaign	for	achieving	the	most	likes.	Facebook	can	perform	a	number	of	functions	relative	to	an	election	campaign.	A	Facebook	campaign	page	can	be	used	for	advertising	(by	placing	ads	in	the	newsfeed	or	sidebar)	(Trent	et	al.	2016,	295),	informing	users	about	the	campaign	(e.g.,	by	linking	to	other	social	media	platforms	or	websites)(ibid),	and	activating	and	interacting	directly	with	voters	(Shaw	2018,	94).	In	fact,	researchers	and	campaign	managers	generally	agree	that	the	platform’s	primary	social	action	relates	to	personal	dialogue	(see	e.g.,	Tolstrup	2013,	204-205;	Shaw	2018,	84).	Guides	for	using	Facebook	for	online	campaigning	therefore	commonly	center	on	inviting	and	maintaining	dialogue	with	users.	For	instance,	by	making	short	updates	rather	than	long	and	keeping	it	“catchy”	(Shaw	2018,	85),	or	by	posing	a	question	and	following	up	on	user’s	input	and	comments	(Tolstrup	2013,	204-205).			The	official	Facebook	page	for	The	Best	Party,	which	still	exists,	is	called	“Besti	Flokkurinn.”49	The	first	status	update	on	“Besti	Flokkurinn”	was	posted	on	31st	of	January	2010	along	with	four	others.	The	first	update	was	“[Besti	Flokkurinn]	er	bestur!”	([The	Best																																																									49	The	Best	Party’s	Facebook	page	(in	Icelandic):	https://www.facebook.com/bestiflokkurinn/.	Once	he	became	mayor,	Gnarr	also	created	the	Facebook	page	”Diary	of	a	Mayor,”	which	still	exists	as	well	(in	English):	https://www.facebook.com/diary.of.a.mayor/.	Gnarr	also	has	a	public	Facebook	page	(in	English):	https://www.facebook.com/J%C3%B3n-Gnarr-244993732224805/.	(All	seen	on	8th	of	June	2018).	
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Party]	is	the	best!”)	It	received	two	likes	and	four	comments,	one	of	which	read	“Nákvæmlega”	(“exactly”).	Overall,	The	Best	Party	starts	out	making	few	and	infrequent	updates	on	“Besti	Flokkurinn”	(for	instance,	there	is	a	gap	of	silence	between	12th	of	February	and	26th	of	March)	and	intensify	their	efforts	significantly	in	the	weeks	before	the	election	on	29th	of	May.	Between	31st	of	January	and	30th	of	April	they	make	22	status	updates,	whereas	in	May	up	and	including	Election	Day	there	are	104	updates	by	comparison.		In	general,	updates	concerning	The	Best	Party’s	climb	in	the	polls	receive	the	most	‘likes.’	For	example,	on	26th	of	March	the	party	posts	two	links	to	different	news	articles	concerning	the	newest	election	poll	that	shows	12,7	percent	support	of	The	Best	Party.	These	posts	receive	68	and	85	likes,	respectively.	The	highest	number	of	likes	any	posts	on	the	Facebook	page	had	received	prior	to	this	day	was	13.	Similarly,	on	30th	of	April	The	Best	Party	posts	a	link	to	a	new	poll	showing	that	The	Best	Party	has	increased	its	support,	which	is	now	at	24	percent.	109	people	like	this	post,	the	highest	number	thus	far.	In	May,	the	most	likes,	291,	is	awarded	the	first	post	that	includes	the	link	to	The	Best	Party’s	campaign	video	(“The	Best	Video,”	which	I	examine	later)	on	16th	of	May.	The	increase	of	likes	suggests	an	increase	of	users	following	The	Best	Party	on	Facebook	and	likely	supporting	the	party.	In	an	overall	perspective,	the	content	of	the	posts	and	updates	on	the	Facebook	page	between	its	start	on	31st	of	January	and	Election	Day	29th	of	May	can	be	described	as	follows:	The	Best	Party	generally	posts	most	links	to	press	coverage	of	the	party	and	links	to	new	articles	they	have	published	on	the	campaign	website	(bestiflokkurinn.is).	The	press	coverage	includes	interviews	with	The	Best	Party’s	members,	news	from	the	campaign,	and	the	most	recent	election	polls.	Thus,	one	of	the	main	functions	of	The	Best	Party’s	Facebook	page	was	to	keep	users	updated	about	their	campaign.	Moreover,	it	is	used	to	create	a	connection	between	platforms,	which	most	likely	generated	more	traffic	on	the	campaign	website.	In	fact,	an	update	on	20th	of	May	declares	The	Best	Party’s	website	more	popular	than	the	website	for	public	transport	in	Reykjavík	(strætó.is),	the	parliament’s	website	(althingi.is),	and	the	website	of	a	supermarket	in	Iceland	(bonus.is),	
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among	others.50		Other	recurrent	types	of	updates,	though	a	little	less	frequent,	include	posts	in	which	The	Best	Party	thanks	for	people’s	support,	mentions	and	links	to	“The	Best	Video”	on	YouTube,	and	uploads	photos	of	Gnarr	or	campaign	events.	Moreover,	The	Best	Party	makes	several	updates	with	a	similar	positive,	slightly	naïve	message.	For	example,	on	22nd	of	May:	“góðan	dag	Reykjavík!”	(“Good	day	Reykjavík!”).	Or,	on	24th	of	May:	“í	dag	er	mánudagur	en	samt	frídagur	og	sól,	það	er	gaman”	(“Today	is	Monday,	but	it	is	still	a	holiday	and	sunny,	it's	fun”).	The	tone	of	these	messages	aligns	well	with	the	party’s	overall	positive	attitude	(its	logo	and	pledges)	as	well	as	the	purpose	behind	the	party:	having	fun	and	spreading	joy.	Thus,	it	appears	authentic—a	characteristic	Shaw	also	recommends	since,	“[s]ocial	media	users	respond	to	communication	that	is	authentic,	compelling,	lively,	funny,	and	smart”	(Shaw	2018,	85).		Particularly	in	May	the	party	make	several	posts	encouraging	people	to	vote	on	29th	of	May—and	to	vote	for	The	Best	Party.	For	instance,	an	update	on	19th	of	May	reads:	“mundu	að	setja	x	við	Æ,	29.maí!!”	(“remember	to	put	x	on	Æ,	May	29th!!!”).	Moreover,	in	May,	there	are	several	posts	in	which	the	party	invites	people	to	come	by	their	new	election	office	and	play	table	tennis,	for	instance,	or	have	a	drink.	They	used	Facebook,	in	other	words,	to	encourage	people	to	take	action	(vote)	and	take	part	of	the	election	in	person	at	their	office,	thereby	encouraging	personal	dialogue	as	well.	The	Best	Party	moreover	invites	people	to	join	their	election	events	and	election	party	(by	live-posting	many	photos	from	these	events)	close	to	and	on	Election	Day.		Thus,	it	appears	The	Best	Party	used	its	Facebook	page	for	the	purposes	of	the	election	campaign	genre:	to	inform	and	interact	with	voters,	encourage	personal	dialogue—primarily	in	real	life—thereby	maximizing	their	chance	of	support	and	votes.	Although	there	are	relatively	few	instances	of	The	Best	Party	either	posing	a	question	in	an	update,	thereby	inviting	users	to	engage,	or	responding	to	a	question	or	comment	left	in	a	user	comment,	they	clearly	used	Facebook	actively	in	the	campaign.	Moreover,	the	comments	posted	on	the	Facebook	page	are	almost	exclusively	positive,	it	seems,	which																																																									50	The	Facebook	post	reads:	”[Besti	Flokkurinn]	er	glaður,	því	heimasíða	hans	er	ein	af	vinsælustu	heimsíðum	landsins.	Vinsælli	en	strætó.is,	althingi.is,	tonlist.is,	69.is	og	bonus.is.	Þakka	ykkur	fyrir	heimsóknirnar!”	(”[The	Best	Party]	is	happy,	because	its	website	is	one	of	the	country's	most	popular	sites.	More	popular	than	bus.is,	althingi.is,	tonlist.is,	69.is	and	bonus.is.	Thank	you	for	your	visits!”)	
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gives	an	indication	of	the	party’s	supporters.		
YouTube	as	social	media	platform	and	The	Best	Party’s	YouTube	videos	YouTube	is	a	social	media	platform	that	has	existed	since	2005	as	a	site	for	video	sharing	(Gueorguieva	2009,	235).	Essentially,	the	content	of	YouTube	is	videos	that	users	can	upload	and	watch	for	free,	as	well	as	subscribe	to,	comment	on,	and	rate.	These	videos	may	be	categorized	as	instructional	or	educational,	as	video	blogs,	or	as	music	videos	and	TV	clips.		The	first	use	of	the	social	networking	site	for	election	campaigns	is	traced	back	to	the	2006	election	cycle	in	the	U.S.	(ibid,	233).	By	2010,	YouTube	was	probably	still	not	an	entirely	commonplace	tool	in	election	campaigns,	although	it	was	not	unusual.	As	a	political	advertising	tool	in	a	campaign,	YouTube	commonly	is	used	for	uploading	video	clips	of	public	speeches,	announcements,	and	ads	(e.g.,	response	or	attack	ads)	(Trent	et	al.	2016,	296).	The	social	media	platform	thus	serves	several	social	functions	in	a	campaign:	It	may	generate	publicity	and	public	debate	(Trent	et	al.	2016,	296),	raise	funds	and	mobilize	volunteers	(Gueorguieva	2009,	233),	and	keep	users	informed	of	the	candidate’s	campaign	and	message	(Shaw	2018,	97).			On	YouTube,	Gnarr	uploaded	a	number	of	monologues	during	the	campaign,	in	which	he	addressed	various	topics	more	or	less	relevant	to	his	campaign.	For	example,	the	beginning	of	the	documentary	“Gnarr”	shows	four	clips	from	different	YouTube	videos	(Úlfarsson	2010).	In	the	first	monologue,	Gnarr	announces	his	candidacy	for	city	council	and	explains	that	he	believes	he	has	“an	excellent	background	to	become	mayor.	For	a	number	of	years	I	worked	in	a	psych	ward.	And	I	almost	completed	my	maritime	certificate,	which	would	have	allowed	me	to	captain	a	small	vessel.	I	almost	passed,	so	I	have	the	experience…”	In	the	second	monologue,	he	randomly	suggests	importing	squirrels	from	London.	The	third	clip	features	Gnarr	in	a	t-shirt	upon	which	is	written	“Anarchy,”	and	while	holding	a	canister	of	germicide,	he	contemplates	using	it	“for	the	enormous	cleaning	that	awaits	me.”	In	the	fourth	monologue,	he	describes	meeting	citizens	on	his	rounds	in	the	city.		Gnarr’s	monologues	take	place	in	different	rooms,	against	different	backgrounds,	and	most	often	he	is	dressed	casually	in	a	t-shirt.	Sometimes	he	sits	far	away	from	the	computer,	sometimes	too	close.	He	speaks	hesitantly,	like	he	does	not	really	know	what	to	
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say,	looking	slightly	uncomfortable	and	smiling	a	lot,	almost	nervously.	Gnarr	himself	refers	to	this	look	as	his	“confused	election	twaddle”	(Gnarr	2014,	67).	By	consequence,	the	videos	appear	unprofessional	and	unprepared,	reflecting	a	political	candidate	who	appears	disoriented,	rather	than	confident,	about	what	he	is	doing	and	why	he	is	doing	it.	Thus,	as	“political	advertising	tools”	these	videos	do	not	appear	to	accomplish	their	generic	function	(Gueorguieva	2009,	237).	Rather	than	bolster	his	ethos	as	a	political	candidate,	they	may	impact	his	candidacy	negatively.	For	instance,	in	her	guide	for	the	campaign	manager,	Shaw	emphasizes:	“Don’t	put	up	unedited	content	or	things	with	poor	video	or	audio	quality.	No	one	will	watch	it	and	it	will	reflect	poorly	on	your	campaign”	(Shaw	2018,	98).	According	to	his	autobiography,	Gnarr	was	initially	inspired	to	do	these	monologues	in	order	to	imitate	a	politician	who	had	uploaded	“a	yawn-inducing,	tedious	monologue”	on	YouTube	(Gnarr	2014,	67).	Even	though	we	cannot	know	exactly	how	this	monologue	played	out,	it	seems	that	Gnarr	chose	an	entirely	different	strategy	for	his	uptakes:	Rather	than	appearing	as	if	he	is	in	control	and	has	all	the	answers,	he	does	the	opposite	and	gives	the	impression	that	he	is	unfit	for	the	job.	Thus,	his	parody	is	characterized	by	the	stylistic	figure	excusatio	propter	infirmitatem,	better	known	as	‘I	am	not	a	speaker	…’	Through	his	performance	as	an	uncomfortable	looking	political	candidate,	who	makes	random,	surrealistic	suggestions,	he	signals	that	he	is	not	a	‘real’	politician.	Gnarr’s	parodic	uptakes	thus	serve	an	entirely	different	social	action:	Through	a	differentiation	strategy	(Meyer	2000),	Gnarr	distances	himself	from	established	politicians.	The	video	in	which	he	uses	the	germicide	as	a	metaphor	for	“cleaning	up”	the	status	quo	politician,	who	has	proven	bad	for	the	country,	moreover	functions	as	an	attack.		Additionally,	The	Best	Party	published	an	election	video	in	which	Gnarr	and	about	10	party	members	sing	an	alternative	version	of	Tina	Turner’s	hit	song	“The	Best”	in	Icelandic	relating	to	their	campaign.	The	launch	of	“The	Best	video”	is	announced	on	The	Best	Party’s	Facebook	page	“Besti	Flokkurinn”	on	14th	of	May	in	an	update,	which	also	includes	a	link	for	the	video	on	YouTube.51	Just	two	days	later,	on	16th	of	May,	the	link	for	the	video	is																																																									51	The	Facebook	post	reads:	“heimsfrumsýnir	kosningartónlistarmyndband	í	kvöld	í	Íslandi	í	dag!!	Ekki	missa	af	þessu...	þetta	verður	gæsahúðatryllingur.....”	(“World	premier	of	the	election	campaign	music	video	tonight	on	[the	TV	show]	‘Iceland	today’!!	Don’t	miss	this…	you	will	get	goose	bumps…..”).	
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posted	on	Facebook	again,	and	already	at	this	point	it	has	had	23.392	views	on	YouTube,	as	The	Best	Party’s	update	reads.52	Anthropologist	Hulda	Proppé	moreover	declares	the	video	a	great	success	at	the	time	(Proppé	2015,	86),	and	at	present,	it	has	been	viewed	more	than	600,000	times	on	YouTube.53	
	
The	Best	Party’s	election	video:	“The	Best	Video”54	The	video	is	approximately	four	and	a	half	minutes	long	and	plays	out	as	follows:		
Video	 Audio	Gnarr	moves	into	the	camera	frame,	standing	on	a	green	hilltop.	Cut	to	Gnarr	in	sound	studio.		Cut	to	Gnarr	on	hilltop,	looking	out	on	the	landscape,	gesticulating.	Cut	to	song	studio.		Cut	to	Gnarr	on	hilltop,	looking	out	on	the	landscape.	Cut	to	song	studio.						Cut	to	Gnarr	on	hilltop,	patting	a	rock.	Cut	to	sound	studio.	
Cut	to	sound	studio.	 	Instrumental	beginning	of	Tina	Turner’s	song	“The	Best.”	Gnarr	sings:	“We	want	a	city	that	is	cuddly,	clean,	and	cool	/	And	topnotch	stuff	as	a	general	rule.”		Female	party	member	sings:	“Stop	the	usual	bluffs	/	Doing	better	isn’t	all	that	tough.”		Male	party	member	sings:	“Fountains,	wild	animals,	and	electric	trains.”	Male	and	female	members	alternately	whisper:	“Best…	Best…Best…”	Male	party	member	sings:	“No	more	concrete	and	steel	messing	up	our	brains.”		Two	male	party	members	sing	with	echo	effect:	“Send	it	all	back	/	Let	the	imbeciles																																																										52	The	Facebook	post	reads:	“226	like	komin	á	myndbandið	og	23.392	áhorf	á	Youtube.....uuu	like!	Superlike!”	(”226	likes	the	video	and	23,392	views	on	Youtube	.....	uuu	like!	Super	Like!”).	53	Seen	on	8th	of	June	2018.	The	video	can	be	found	on	YouTube	here:	https://www.youtube.com/watch?v=xxBW4mPzv6E	54	See	transcript	of	song	lyrics	in	Appendix	F.	As	the	video	is	subtitled	in	English,	I	rely	on	this	translation.	
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Video	
	Cut	to	Gnarr	on	playground,	talking	and	listening	to	young	boys.	Cut	to	Gnarr	walking	in	nature.	Cut	to	footage	of	The	Best	Party	parading	in	the	streets	of	Reykjavík	carrying	pink	balloons;	Gnarr	kisses	a	baby	in	a	stroller;	Gnarr	poses	with	a	polar	bear;	Gnarr	gives	a	speech,	and	people	applaud.		Cut	to	Gnarr	apparently	making	a	joke	and	his	campaign	manager,	Heiða	Helgadóttir	laughing.	Cut	to	song	studio.	
	
	
	
	
	
	
	
	Cut	to	photo	shoot	of	party	members.	Cut	to	footage	of	Gnarr	enthusiastically	giving	a	speech.		Cut	to	Gnarr	resting	his	head	in	his	hand,	looking	over	the	landscape	and	city.		Cut	to	song	studio.	Cut	to	Gnarr	walking	his	little	dog	by	the	lake	Cut	to	Gnarr	walking	in	Reykjavík.		
Audio	pack.”	All	party	members	sing	chorus:	“We	are	the	best	/	The	bestest	of	parties	/	Best	for	Reykjavík	/	Best	city	of	every	week	/”				“Things	have	gone	sour	/		We’ve	come	to	the	clean-out	hour	/		The	message	is	plain	/”		“We’ve	come	to	the	clean-out	hour	/”	Male	member	sings	in	coarse	voice:	“Gimme	a	B	/	gimme	an	E	/	gimme	a	S	/	gimme	a	T.”	Male	and	female	members	alternately	whisper:	“Best…	Best…Best…”	Female	member	sings:	“Tell	the	squatters	in	charge	that	it	is	time	to	leave.”	Male	and	female	member	sing	in	duet:	“The	blathering	loons	should	be	given	a	home	in	the	city	zoo.”	All	party	members	sing:	“We	are	the	Best	/	The	bestest	of	parties	/”			“Best	for	Reykjavík	/”			“Best	city	of	every	week	/	Things	have	gone	sour	/	We’ve	come	to	the	clean-out	hour	/	It’s	time	for	a	major	change.”	
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Video	
	
	
	
	
	Cut	to	Gnarr	outside,	on	top	of	a	building,	yelling	out	a	speech	to	the	landscape,	heavily	gesticulating.	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Cut	to	Gnarr,	standing	with	his	little	dog	by	the	lake;	camera	zooms	in	on	the	dog	in	the	last	shot.		
	
Audio	Gnarr	and	female	member	sing	in	duet:	“All	by	yourself	on	Election	Day	/	The	ballot	looking	lifeless	and	a	little	gray	/	You	have	to	choose,	it’s	all	such	a	mess	/	Vote	for	us,	we’re	the	Best.”	Gnarr’s	speech:	“Fellow	citizens,	The	time	has	come	for	everyone	in	Reykjavík	to	look	inside	their	hearts	To	discuss	with	their	family	and	friends:	Do	I	want	a	bright	future	with	the	Best	Party?	Or	do	I	want	Reykjavík	destroyed?”	[Party	members	sing	chorus	in	the	background]		Gnarr	lists	election	promises:	“Free	towels	in	all	swimming	pools;	a	polar	bear	for	the	Reykjavík	zoo;	all	kinds	of	things	for	the	unfortunate;	Disneyland	in	the	Vatsnamyrí	area;	a	drug-free	parliament	by	2020;	Sustainable	transparency;	away	with	Bj**i	Ben	and	in	with	Einar	Ben;	tollbooths	on	the	border	with	Seltjarnarnes	[a	municipality	next	to	Reykjavík];	do	away	with	all	the	debt;	free	access	to	Hljómskálagardurinn	[a	city	center	park];	economize:	we	only	need	one	Santa.	And…and	we	will	not	accept	the	mediocre,	because	we	want	the	Best!”	Music	fades	out.		
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The	video	is	best	characterized	as	a	parodic	uptake	of	a	political	ad.	Although	the	form	and	substance	of	political	ads	vary	greatly,	there	are	four	“basic	political	advertising	messages:”	the	positive	message,	devised	to	build	the	candidate’s	ethos	and	help	promote	a	positive	image	of	the	candidate	in	the	eyes	of	the	voters;	the	negative	message	devised	to	attack	an	opponent	by	emphasizing	personal	flaws	and	weaknesses,	or	instances	of	poor	judgment	or	behavior;	the	comparative	message	devised	to	charge	against	an	opponent	on	the	basis	of	a	political	sticking	point;	and	the	response	message	devised	to	respond	to	attacks	or	accusations	from	opponents	(Trent	et	al.	2016,	255.	See	also:	Tuman	2008,	234;	Shaw	2018,	239).	Additionally,	political	ads	can	serve	such	functions	as	activating	citizens,	reinforcing	support,	affecting	undecided	voters,	establishing	the	candidate’s	character,	providing	entertainment	(Trent	et	al.	2016,	117),	generating	media	coverage,	and	harming	the	opponent’s	credibility	(Tuman	2008,	251).	Principally,	though,	the	generic	exigence	of	the	political	ad	during	an	election	campaign	appears	to	be	a	recurrent	need	for	recommending	a	candidate,	criticizing	the	opponent,	and	responding	to	attacks	(Trent	et	al.	2016,	119).		“The	Best	Video”	chiefly	communicates	a	positive	message,	as	it	centers	on	Gnarr	and	The	Best	Party.	It	is	designed	to	promote	the	party	as	“better	than	all	the	rest,”	as	they	sing.	Through	footage	of	primarily	Gnarr	engaging	with	citizens	or	smiling	on	his	own,	the	video	communicates	the	story	of	a	candidate	with	a	positive	attitude	who	cares	about	his	city	and	its	people.	At	the	same	time,	however,	the	video	violates	the	generic	purpose	of	the	political	ad	both	substantively	and	stylistically,	thereby	marking	repetition	with	critical	distance	(Hutcheon	1985).	These	breaches	of	genre	are	partly	linked	to	Gnarr’s	self-representation	in	the	video	and	partly	to	the	song	lyrics.	Starting	with	the	footage	of	Gnarr	walking	around	in	Reykjavík	in	a	suit,	tie,	and	long	coat,	viewers	initially	see	him	standing	alone,	grinning	to	himself	for	no	apparent	reason	and	sometimes	gesticulating,	i.e.,	spreading	his	arms	out	as	if	to	say:	Look	at	all	this!	He	furthermore	crouches	down	and	pats	a	big	rock	like	one	would	pat	a	dog,	also	for	no	obvious	reason.	This	behavior	is	unusual,	and	since	it	cannot	be	explained	by	the	context,	it	becomes	incongruous.	Thus,	the	video	alerts	viewers	to	irony	early	on.	Furthermore,	this	footage	reflects	D.	C.	Muecke’s	description	of	“Self-disparaging	Irony”	in	which	“the	ironist	brings	himself	on	stage,	so	to	speak,	in	the	character	of	an	ignorant,	credulous,	earnest,	or	
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over-enthusiastic	person”	(Muecke	1969,	62).	Such	a	self-representation	undermines	his	ethos	as	a	political	candidate	and	thus	generically	violates	the	purpose	of	an	election	video.		Gnarr’s	self-representation	in	the	sound	studio,	in	turn,	differs	significantly	from	the	clips	of	him	dressed	formally,	as	just	described:	In	the	studio,	Gnarr	is	casually	dressed	and	has	uncombed	hair	and	stubble.	Thus,	the	two	kinds	of	footage	of	Gnarr	stylistically	clash,	and	the	incongruities	between	his	self-representations	primarily	signal	that	the	video	is	a	parodic	uptake	of	an	election	ad.	Moreover,	the	visual	contrast	signals	a	change	of	character:	In	the	sound	studio,	Gnarr	does	not	resemble	a	political	candidate,	but	rather	an	individual	dressed	in	his	everyday	clothes,	like	the	other	Best	Party	members.	It	highlights	the	difference	between	his	“fictional	self,”	that	is,	his	parodic	“over-enthusiastic”	political	persona	walking	the	streets	of	Reykjavík,	and	his	“real	self”	(Cherry	1988,	257).	The	song	lyrics	also	reflect	this	change	of	character,	as	we	shall	see	shortly.		The	next	clips	of	Gnarr	feature	him	campaigning	in	Reykjavík	with	The	Best	Party.	Here,	Gnarr	is	seen	walking	through	the	city	carrying	pink	balloons,	kissing	a	baby	in	a	stroller,	and	receiving	applause	after	giving	a	speech.	In	this	footage,	Gnarr	builds	his	ethos	in	a	generic	manner	by	presenting	himself	as	a	political	candidate	who	is	forthcoming,	a	talented	speaker	(phronesis),	and	popular	among	people	(eunoia).	This	representation	is	consistent	with	typical	campaign	behavior.	For	instance,	Trent	et	al.	list	a	number	of	activities	that	political	candidates	are	seen	engaging	in	during	an	election	campaign,	which	include	participating	“in	parades	and	rallies,”	wearing	“funny	hats,”	kissing	babies,	and	shaking	hands	at	supermarkets	and	other	venues	(Trent	et	al.	2016,	8).		However,	these	clips	of	Gnarr	suddenly	appearing	as	a	socially	capable	candidate	contrast	with	the	previous	clips	of	him	naïvely	patting	a	rock.	They	also	clash	with	his	representation	in	the	end	of	the	video,	as	he	delivers	a	speech:	From	the	top	of	a	building	overlooking	Reykjavík,	Gnarr	gestures	greatly	as	he	excitedly	shouts	out	his	speech	and	list	of	election	promises,	apparently	to	everyone	and	no	one	at	the	same	time.	Hence,	his	use	of	pathos	in	front	of	no	audience	is	also	incongruous	in	the	situation.	Again	we	see	him	playing	with	roles,	that	is,	the	behavior	of	a	simpleton	at	one	point	mixed	with	the	generic	behavior	of	a	political	candidate.	Adding	to	this,	in	the	very	last	shot	of	the	video	the	camera	zooms	in	on	Gnarr’s	little	dog	and	thus	contrasts	with	the	pathos	of	the	dramatic	speech	he	just	gave,	creating	a	bathos	effect.		
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The	song	lyrics	moreover	match	this	naïve	self-representation,	as	they	reflect	use	of	a	vernacular	language.	For	example,	the	opening	lines	of	the	song	are:	“We	want	a	city	that	is	cuddly,	clean,	and	cool/	And	topnotch	stuff	as	a	general	rule”	(my	emphasis).	The	choice	of	words	echoes	a	young	and	informal	language,	not	that	of	a	serious	political	candidate.	Moreover,	the	word	“Best”	and	variations	of	it	is	repeated	so	heavily	and	explicitly	that	it	arouses	suspicion	of	irony	and	therefore	of	the	sender’s	sincerity.	For	example,	the	chorus	begins	as	follows:	“We	are	the	best	/	The	bestest	of	parties	/	Best	for	Reykjavík	/	Best	city	of	every	week”	(my	emphasis).	Furthermore,	the	third	verse	begins	with	spelling	“Best”:	“Gimme	a	B,	gimme	an	E,	gimme	an	S,	gimme	a	T,”	and	is	followed	by	whispers	from	the	group:	“best,	best,	best,	best…”	As	Hutcheon	outlines,	repetition	or	echoic	mention	can	be	explicit,	evoked,	self-evoking,	indirect,	or	direct,	and	is	“one	of	the	most	common	categories	of	markers”	(Hutcheon	1994,	158).	In	this	case,	the	exaggerated	use	of	the	word	constitutes	a	generic	violation,	signaling	The	Best	Party’s	mimicry	of	political	parties	all	claiming	to	be	the	best.	Adding	to	this,	the	chorus	includes	a	deliberate	grammatical	mistake,	“bestest,”	that	is,	a	stylistic	clue	to	irony.	It	also	could	be	seen	as	Booth’s	second	clue	to	irony,	namely	“known	error	proclaimed,”	since	it	is	too	unlikely	that	the	mistake	is	not	intended.	Claiming	to	be	the	best	obviously	contradicts	making	such	a	basic	grammatical	mistake,	which	results	in	bathos.	Thus,	although	The	Best	Party	promotes	itself	as	the	best,	the	song	lyrics	reflect	a	self-ironic	distance	to	the	party’s	candidacy.	While	they	attack	traditional	politicians,	they	at	the	same	time	do	not	build	their	own	ethos	as	a	political	party	or	alternative	to	the	status	quo.	In	other	words,	they	leave	recipients	guessing	what	their	intentions	actually	are.		The	song	lyrics	also	contain	a	negative	message,	as	they	attack	and	criticize	politicians.	For	example,	these	are	referred	to	as	“imbeciles,”	“squatters	in	charge,”	and	“blathering	loons.”	Such	examples	of	name-calling	reflect	Frye’s	characterization	of	“satire	in	which	there	is	relatively	little	irony”	(Frye	1973,	223)	and	the	work	of	a	satirist	acting	as	a	“mocking	or	indignant	observer”	(Gowers	2012).	The	aggressive	attacks	serve	a	clear	divisive	function.	At	the	same	time,	they	clash	with	Gnarr’s	positive	attitude	visually	mirrored	in	his	constant	smiling	and	grinning.	Thus,	although	the	criticism	is	harsh	and	direct,	it	is	softened	by	Gnarr’s	surrealistic	representation.	This	might	have	created	comic	
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relief,	as	recipients	are	offered	an	opportunity	to	laugh	‘away’	their	frustration	with	established	politicians,	thereby	releasing	some	tension.	The	negative	message	of	the	video	designed	to	attack	status	quo	politicians	also	is	delivered	more	subtly	in	the	ad.	For	example,	the	location	of	Gnarr’s	speech	in	the	end	of	the	video	has	not	been	chosen	at	random	as	it	is	of	special	significance	to	Reykjavík	citizens,	according	to	Proppé	(2015,	86).	Here,	Gnarr	stands	on	the	balcony	of	a	building	and	restaurant	called	Perlan.	The	building	was	severely	criticized	the	year	it	was	constructed,	as	many	people	considered	it	a	monument	of	the	then	mayor	(from	1982-1991),	Davíð	Oddsson,	who	initiated	the	construction.	Oddsson	was	furthermore	Prime	Minister	of	Iceland	from	1991	to	2004	and	bank	director	of	the	Icelandic	national	bank	during	the	economic	collapse.	Today,	he	is	the	editor	of	the	newspaper	Morgunblaðið	and	“is	considered	by	many	still	the	political	‘father	figure’	of	Iceland”	(Boyer	2013,	286,	note	7).	Therefore,	in	Proppé’s	words,	the	building	Perlan	“represents	the	‘old	Iceland’	and	the	policies	that	led	to	the	economic	crash”	(Proppé	2015,	86).		Hence,	the	building	functions	as	a	symbol	of	greed	and	profusion.	Moreover,	Gnarr’s	strategic	choice	of	location	for	his	speech	visually	underlines	the	opposition	between	The	Best	Party	and	traditional	politics	and	politicians	such	as	Oddsson.	Gnarr	also	expresses	this	dichotomy	verbally	in	the	beginning	of	his	speech,	as	he	asks	rhetorically:	“Do	I	want	a	bright	future	with	The	Best	Party?	Or	do	I	want	Reykjavík	destroyed?”	Thus,	although	the	video	on	the	one	hand	primarily	delivers	a	positive	message	about	The	Best	Party,	it	on	the	other	hand	appears	to	center	on	a	negative	message	about	the	ruling	power.			Like	previous	analyses	illustrated,	this	political	ad,	too,	exhibits	a	constant	tension:	While	Gnarr	raises	relevant	issues	with	respect	to	current	affairs	and	delivers	serious	criticisms	at	status	quo	politicians,	he	simultaneously	sabotages	these	points	and	his	candidacy	through	his	surrealistic	style	and	self-representation.	Thus,	the	video	does	not	serve	the	social	action	of	a	political	ad.	Instead,	it	serves	the	social	action	of	political	humor,	as	it	attacks	those	in	power	for	their	incompetence	(as	implied	in	the	name-calling,	e.g.,	“blathering	loons”)	and	their	arrogance	(as	visualized	in	the	building	Perlan).	As	mentioned,	the	video	had	many	views	soon	after	its	release	and	was	apparently	a	success.	This	suggests	that	people	were	entertained	by	and	sympathized	with	the	attack,	which	
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likely	resulted	in	votes.	Thus,	the	violations	of	the	genre	may	have	worked	in	The	Best	Party’s	favor	and	impacted	the	election	positively.	Adding	to	this,	Gnarr’s	ironic	persona	is	more	stable	in	the	video	than	in	the	website	texts.	The	visual	aspect—the	incongruity	between	Gnarr’s	representation	inside	and	outside	the	sound	studio—coupled	with	the	song	lyrics	particularly	helps	the	meaning	along.	Thus,	the	use	of	irony	is	covert	and	audiences	are	not	required	to	reconstruct	the	video’s	meaning	more	than	once	(Booth	1974).	This	aspect,	in	turn,	also	may	have	affected	the	popularity	of	the	video.		
The	final	weeks	before	Election	Day	and	Gnarr’s	election	term	According	to	the	polls,	The	Best	Party	had	12,7	percent	of	the	voters’	support	on	26th	of	March	(Sigurðsson	2010).	The	support	increased	to	24	percent	on	30th	of	April,	approximately	four	weeks	before	Election	Day	(RÚV	2010).	Around	the	same	time,	in	April	2010,	a	report	(Rannsóknarskýrsla	Alþingis)	containing	an	analysis	of	the	events	leading	up	to	the	economic	collapse	was	published.	It	confirmed	suspicions	that	corruption	among	Icelandic	politicians	had,	at	least	partly,	led	to	the	financial	crash.	According	to	Sigurjónsdóttir,	these	revelations	were	a	contributing	factor	to	people’s	distrust	of	established	politicians	or,	more	generally,	of	Iceland’s	political	and	financial	elite	(2013,	102).	For	example,	one	news	article	suggests	that	the	report	impacted	people’s	attitude	towards	their	politicians,	since	The	Independence	Party	lost	six	percentage	points	after	the	publication	of	the	report	(RÚV	2010).	In	turn,	the	timing	of	the	report	perhaps	in	part	could	explain	The	Best	Party’s	electoral	success.		About	one	week	before	Election	Day	The	Best	Party	led	the	polls	with	36	percent	of	the	voters’	support	and	had	grown	into	the	largest	party	in	the	city	(Ólafsson	2010).	Thus,	at	this	point,	out	of	15	possible	seats,	The	Best	Party	was	predicted	to	win	more	seats	in	the	council	than	two	of	the	major	political	parties	in	Iceland	combined:	the	Social	Democratic	Alliance	and	the	Independence	Party	(Úlfarsson	2010).	On	Election	Day	The	Best	Party	was	declared	winner	of	the	election	with	the	majority	of	votes,	34.7	percent,	and	winner	of	six	council	seats.		After	the	election,	weeks	of	back-and-forth	negotiations	concerning	the	formation	of	the	city	council	ensued.	In	the	end,	The	Best	Party	managed	to	form	a	majority	with	the	Social	Democratic	Alliance.	Doubt	and	disbelief	generally	characterized	the	reactions	
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towards	The	Best	Party’s	victory.	Politicians,	for	instance,	expressed	skepticism:	how	would	The	Best	Party	manage	in	the	council?	(see	e.g.,	Sveinsson	2010;	Pálmadóttur	2010).	The	then	Prime	Minister	Jóhanna	Sigurdardóttir	moreover	described	The	Best	Party’s	victory	as	a	shock	(Boyer	2013,	280).	The	Icelandic	writer	and	debater,	Andri	Snær	Magnason	also	expresses	some	ambivalence	concerning	the	result:	“Personally	I	have	very	mixed	emotions	about	the	election	because	you	can	easily	see	the	party’s	program	as	pure	nonsense.	On	the	other	hand,	we	before	have	experienced	here	on	Iceland	that	humor	has	brought	so	much	good	along.	The	Best	Party	is	an	interesting	experiment	to	bring	into	a	political	life	that	otherwise	is	in	ruins”	(Weiss	2010).	As	mentioned	in	the	beginning	of	the	chapter,	Reykjavík	had	had	four	different	mayors	between	2006	and	2010,	and	the	city	council	was	widely	known	for	its	cooperative	problems.	Adding	to	this,	the	city	was	severely	indebted	when	Gnarr	took	over	as	mayor,	which	meant	that	he	and	the	council	had	to	reach	consensus	and	take	unpopular	decisions	involving	large	cutbacks,	for	example.	Despite	the	difficult	starting	point,	Gnarr	stayed	his	full	term	as	mayor.	In	fact,	when	Gnarr	finished	his	term	in	May	2014,	he	was	only	the	third	mayor	in	32	years,	since	1982,	to	complete	his	four-year	election	period	(Fontaine	2014).	Adding	to	this,	polls	predicted	35	percent	support	for	a	second	term	near	the	end	of	his	term	in	late	2013	(RÚV	2013).						
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5.	Discussion:	the	role	of	humor	in	the	comedians’	campaigns	Having	examined	both	of	the	comedians’	election	campaigns,	this	section	proceeds	to	recapitulate,	compare,	and	discuss	central	findings	of	the	case	studies	with	respect	to	the	overall	purpose	of	this	dissertation.	Namely,	to	approach	a	fuller	understanding	of	how	the	comedians	employed	humor	as	a	rhetorical	strategy	in	their	campaigns	and	how	this	use	may	have	affected	their	victories.	Furthermore,	this	chapter	investigates	the	variety	of	genres	the	comedians	take	up	and	distort	in	their	campaigns,	and	the	social	functions	they	perform	through	these	genres.	The	chapter	is	divided	into	two	sections:	The	first	section	discusses	the	most	extraordinary	aspects	of	the	comedians’	victories.	It	moreover	considers	the	extent	to	which	the	case	studies,	and	the	applied	theory,	help	explain	the	comedians’	victories	in	regard	to	how	they	used	humor	in	their	campaigns.	The	second	section	compares	and	discusses	central	aspects	of	the	comedians’	campaigns	that	likely	impacted	their	victories.	These	aspects	are	primarily	linked	to	the	comedians’	election	promises	and	creation	of	parodic	political	personas.		
	
The	comedians’	victories:	how	and	why?	A	key	finding	relative	to	the	overall	purpose	of	the	dissertation	is	that	although	the	comedians	employed	humor	strategically,	they	did	not	use	it	for	the	generic	purpose	of	an	election	campaign:	to	win	the	election.	To	begin	with,	their	campaigns	appeared	to	be	motivated	by	a	simple	purpose:	to	have	fun	and	raise	laughter.	Because	they	are	comedians,	one	might	add.	For	example,	Haugaard	states	in	his	autobiography	that	he	upon	his	victory	“had	a	hard	time	explaining	the	world	press55	that	the	only	point	of	my	political	work	was	fun	and	games”	(1999,	44).	His	buffoonish	appearances	on	his	election	posters	and	his	election	“parties,”	which	mainly	centered	on	entertainment	and	beer,	serve	as	illustrations.	Most	of	his	election	promises,	moreover,	do	not	relate	to	current	political	affairs	but	are	better	described	as	random,	mildly	satiric	suggestions.	Thus,	they	do	not	reflect	any	particular	persuasive	purpose	besides	simply	arousing	laughter.	Additionally,	Haugaard’s	candidacy	was	motivated	by	his	ambition	to	become	famous.	Running	for																																																									55	The	“world	press”	should	in	this	context	not	be	taken	literally	as	referring	to	reporters	from	all	over	the	world.	Rather,	it	should	be	understood	as	a	colloquial	expression	with	which	Haugaard	means	to	say	that	numerous	reporters	showed	up.	
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election	was	merely	one	out	of	many	attempts	he	made	at	becoming	a	celebrity,	thereby	implying	that	his	candidacy	in	of	itself	was	not	of	special	importance.	Relative	to	The	Best	Party,	Gnarr	notes	in	his	autobiography	that	he	upon	his	victory	realized,	“how	shockingly	little	I	understood	about	the	job.	I’d	concocted	the	whole	thing	out	
of	pure	fun.	I	wanted	to	pull	a	few	stunts	and	meet	a	few	cool	people.	But	what	I	had	set	in	motion	here	was	definitely	several	sizes	too	big	for	me”	(2014,	80-81,	my	emphasis).	Thus,	creating	fun	and	joy	is	central	to	Gnarr’s	purpose	with	The	Best	Party.	When	asked	by	the	media	about	the	political	changes	he	planned	for	the	citizens	of	Reykjavík,	his	answer	implies	the	same:	“I	hope	they	will	smile	more.	And	laugh	a	lot”	(Pendakis	2013).		The	Best	Party’s	intentions	and	purpose	with	the	election	campaign,	moreover,	were	obscured	by	Gnarr’s	use	of	unstable	irony	and	of	techniques	characteristic	of	Surrealism.	Through	his	sudden	shifts	of	persona,	he	exercised	what	might	be	called	consciously	ineffective	argumentation.	Simply	‘shaking	things	up,’	having	some	fun,	and	laughing	was	fundamental	to	The	Best	Party—more	so	than	persuading	anyone	of	anything	in	particular.	The	fact	that	Gnarr	refers	to	The	Best	Party	as	“a	surprise	party”	(Rentoul	2014),	as	opposed	to	an	actual	political	party,	also	supports	this	understanding.	All	in	all,	it	is	not	surprising	per	se	that	these	comedians	primarily	attempt	to	make	people	laugh	and	have	fun.	It	is,	however,	surprising	that	such	attempts	result	in	election	victories.		Central	to	the	comedians’	humorous	campaigns	is	also,	of	course,	that	they	raise	laughter	and	have	fun	by	taking	up	and	distorting	a	variety	of	well-known	election	genres.	In	Haugaard’s	case,	the	most	prominent	genres	were	the	election	promise	and	slogan,	the	election	event	or	meeting,	and	the	election	poster.	In	Gnarr’s	case,	digital	genres	and	platforms	as	well	as	the	election	promise,	the	political	ad,	and	party	program	were	among	the	most	prevalent.	As	discussed	in	the	introductory	chapter	of	this	dissertation,	the	overall	social	action	of	an	election	campaign	is	to	win	votes	and	thus	the	election.	Conventionally,	the	genre	sets	embodied	in	an	election	campaign	are	employed	to	fulfill	this	shared	social	purpose.	However,	the	case	studies	uncovered	that	the	comedians	employed	these	genres	to	accomplish	other	functions.	Besides	entertaining	and	raising	laughter,	the	comedians	also	perform	functions	of	political	humor—a	point	to	which	I	will	return.	Since	the	comedians	do	not	use	humor	for	the	generic	purpose	of	an	election	campaign,	the	case	studies	reveal	a	mismatch.	In	the	context	of	an	election	campaign,	the	
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use	of	humor	as	a	rhetorical	means	generally	is	assumed	to	help	accomplish	the	social	action	of	the	genre,	namely	winning	the	election.	Humor,	in	this	perception,	is	not	simply	employed	for	the	sake	of	raising	laughter	as	the	comedians	do,	among	other	things.	As	Caesar	phrases	it	in	Cicero’s	dialogue:	“we	people	[orators]	speak	with	good	reason,	not	just	to	be	thought	funny,	but	to	gain	some	benefit,	while	those	others	[buffoons]	are	jesting	from	morning	to	night,	and	without	any	reason	at	all”	(Cicero	1942,	Book	II,	pt.	247).	Raising	laughter	is	useful,	but	must	serve	a	function.	Haugaard	and	Gnarr	are	comedians,	however,	and	they	make	a	point	of	raising	laughter	for	the	sake	of	laughter	itself,	or	to	enjoy	themselves.		Moreover,	the	comedians	also	deviate	from	rhetorical	recommendations	for	use	of	humor,	as	they	do	not	necessarily	apply	restraint	nor	observe	the	rules	of	decorum.	For	example,	Haugaard	breached	decorum	through	his	buffoonish	appearances	and	by	including	the	indecent	image	of	his	penis	on	one	election	poster.	The	Best	Party’s	logo	with	the	extended	thumb	and	the	sexist	ad	(of	the	woman	showing	cleavage)	on	the	campaign	website	also	serve	as	examples	of	such	violations.	Applying	rhetorical	theory	to	the	cases	thus	reveals	discrepancies	between	what	is	generally	perceived	to	achieve	persuasive	success	and	what	the	comedians	actually	do.		Thus:	Although	the	cases	of	Haugaard	and	Gnarr	invite	an	analysis	of	how	they	won	their	elections	through	use	of	humor,	one	must	bear	in	mind	that	the	comedians	did	not	employ	humor	to	win	their	elections.	Nevertheless,	the	analyses	show	that	humor	plays	a	significant	role	in	the	campaigns	leading	to	their	victories.	Therefore,	in	a	sense,	humor	is	the	means	that	‘gets’	the	comedians	elected.	Even	though	humor	is	not	utilized	for	the	purposes	expected	of	the	genre	or	utilized	in	a	way	that	generally	is	thought	to	achieve	rhetorical	success,	the	case	studies	nevertheless	reveal	insights	into	how	humor	may	be	used	strategically	in	election	campaigns.		The	case	studies	moreover	confirm	that	the	comedians	are,	in	fact,	anomalies.	The	comedians	do	not	behave	the	way	we	expect	them	to,	or	use	humor	the	way	we	expect,	and	the	result,	therefore,	is	not	the	result	we	would	expect	either.	Neither	did	the	comedians.					The	extraordinary	nature	of	these	cases	is	also	evident,	if	we	apply	Jerry	Palmer’s	chapter:	“Parody	and	Decorum:	Permission	to	Mock”	(2005),	in	which	he	discusses	the	limits	of	modern	parody.	Palmer	observes	that	when	parody	becomes	more	than	simply	aesthetic,	
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but	critically	mocks	with	the	intention	of	subverting	shared	norms	or	symbols,	it	will	be	judged	on	ethical	grounds	and	therefore	it	may	be	judged	as	inappropriate,	i.e.,	as	breaching	decorum.	Such	a	judgment	relies	on	“the	degree	of	consensus	about	the	undesirability	of	the	parody,”	and	can	result	in	actual	restrictions	and	consequences	such	as	the	prosecution	of	the	parodist	for	his	or	her	experienced	offensiveness	(94).	In	other	words,	“the	permission	to	mock	may	well	be	withdrawn,”	as	Palmer	notes,	that	is,	subversive	parody	that	destabilizes	meaning	may	not	actually	be	permitted	(ibid,	93).	He	writes,		 the	wide	permission	for	aesthetic	parody,	in	combination	with	real	restriction	on	parody	which	breaches	widely	and	deeply	felt	limits	of	decorum,	suggests	that	any	destabilization	of	meaning	is	restricted	to	the	aesthetic	realm,	or	at	least	to	purely	individual	response:	it	is	for	that	reason	that	there	is	a	visible	limit	around	permissible	parody,	which	excludes	parody	that	really	does	threaten	to	destabilize	publicly	important	meaning.	(ibid,	95)		 Moreover,	as	Palmer	points	out,	the	parodic	mockery	that	took	place	during	the	carnival	according	to	Mikhail	Bakhtin’s	widely	cited	carnival	theory	was	only	possible	exactly	because	the	established	authority	permitted	it.	Carnival	life	and	official	life	coexisted,	and	as	such	the	parodic	mockeries	of	carnival	life	did	not	threaten	to	subvert	the	official	life	(ibid,	92).	Therefore,	generally	speaking,	parody	is	permitted	when	it	is	not	subversive,	i.e.,	when	it	does	not	challenge	authority	or	the	opinion	held	by	the	majority.	By	contrast,	the	comedians’	elections	are,	in	fact,	examples	of	subversive	parodies,	as	their	victories	reflect	a	destabilization	of	publicly	important	meaning.	This	point	is	best	illustrated	with	Gnarr’s	case:	At	first,	The	Best	Party	was	not	paid	much	attention,	nor	predicted	a	future	by	the	media	or	political	figures.	At	this	point,	the	parody	was	considered	purely	aesthetic.	But	as	The	Best	Party	rose	in	the	polls	and	eventually	came	to	lead	them,	the	parody	became	a	challenge	to	authority—and	authority	started	reacting	with	hostility	as	one	reporter	in	the	documentary	describes	the	atmosphere	at	the	time	(Úlfarsson	2010).	The	Best	Party	nevertheless	won	the	election,	thereby	transgressing	the	limits	of	permissible	parody.	The	parody	not	only	disrupted,	but	also	subverted	social	order,	as	the	election	of	The	Best	Party	entailed	that	the	parodist	took	over	and	became	the	highest	authority	in	the	city.	
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Applying	Palmer’s	chapter	thus	reveals	another	discrepancy	between	theory	and	practice.	It	highlights	how	unusual	these	elections	were	because	the	comedians,	in	a	sense,	should	not	have	been	‘allowed’	or	able	to	do	what	they	did.	So	how	can	we	explain	their	victories	anyway?	In	short,	Haugaard’s	victory	may	be	seen	as	a	result	of	his	growing	celebrity	status	in	his	years	of	campaigning.	By	the	same	token	Gnarr’s	victory	may	be	explained	by	extraordinary	circumstances,	the	financial	crisis,	which	severely	damaged	the	public’s	trust	in	established	politicians	causing	them	to	turn	to	an	absolute	election	outsider.	Putting	it	in	terms	of	Functional	Theory,	the	comedians	simply	succeeded	at	appearing	more	favorable	than	other	candidates,	that	is,	traditional	politicians	(Benoit	2007).	But	such	explanations	are,	of	course,	too	simple.		Several	factors	relating	to	the	comedians’	use	of	humor	also	likely	affected	the	positive	outcome	of	their	elections,	as	suggested	in	the	case	studies.	In	short:	Since	the	comedians	deliberately	sabotaged	their	candidacies,	the	support	(votes)	they	nevertheless	received	from	the	public	also	depended	on	their	abilities	to	entertain	and	release	shared	frustrations	relative	to	political	conduct	and	conventions—at	least	in	part.	Through	their	parodic	uptakes	of	traditional	election	campaign	genres,	the	comedians	perform	the	social	action	of	political	humor.	The	voters,	in	turn,	ascribe	the	comedians	high	ethos	based	on	such	uptakes	and	performances,	which	results	in	votes.	By	consequence,	as	the	comedians	fulfill	the	social	function	of	political	humor,	they	fulfill	the	social	function	of	an	election	campaign	as	well.		In	other	words,	when	the	comedians	win,	they	perform	the	social	functions	of	both	genres	at	the	same	time,	although	these	genres	perform	entirely	different	functions.	The	case	studies	thereby	also	illustrate	how	two	genres	extraordinarily	blend	and	merge.	The	following	section	expands	on	this	aspect	of	the	comedians’	wins	by	comparing	and	discussing	some	of	the	most	significant	features	and	uptakes	in	their	humorous	campaigns	that	likely	impacted	their	elections.			
Comparison	of	case	studies:	factors	influencing	the	comedians’	wins	Comparing	the	comedians’	use	of	humor	in	their	campaigns	reveals	both	similarities	and	differences	of	importance	to	understanding	their	elections.	These	are	features	associated	with	their	1)	election	promises	and	2)	self-representation.	Before	going	over	
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these	topics,	one	factor	of	significance	to	The	Best	Party’s	win	needs	mentioning,	namely	its	use	of	digital	media	in	the	election	campaign:				In	2010,	the	use	of	digital	resources	in	political	campaigning	was	still	a	somewhat	novel	phenomenon.	For	instance,	in	his	2013	handbook	for	the	campaign	manager,	Tolstrup	names	social	media	“a	relatively	new	battleground	in	political	campaigns”	(201,	my	translation	from	Danish).	Moreover,	several	studies	of	U.S.	campaign	websites	from	consecutive	elections	in	the	early	and	mid	2000s	particularly	note	an	increase	of	websites	using	dynamic	features	such	as	audio	and	video	clips	(Gulati	and	Williams	2009,	58;	Druckman	et	al.	2009,	30).	The	growth	suggests	that	the	use	of	multimedia	tools	afforded	by	the	Internet	in	campaigns	was	still	‘up	and	coming’	at	this	point	in	time,	and	while	the	use	of	online	resources	for	political	campaigning	was	by	no	means	unusual	in	2010,	the	vast	possibilities	that	these	social	networking	tools	afford	today	were	still	en	route,	it	seems.		The	Best	Party	was	adept	at	applying	such	digital	tools	in	innovative	ways,	it	seems,	and	for	social	functions	of	significance	in	an	election	campaign,	namely	for	creating	attention,	reaching	voters,	and	building	a	community.	Such	use	likely	affected	The	Best	Party’s	win	positively.	For	example,	contrary	to	a	politician’s	“yawn-inducing,	tedious	monologue”	uploaded	to	YouTube,	Gnarr’s	videos	were	designed	to	“keep	people	guessing”	in	keeping	with	The	Best	Party’s	campaign	performance	strategy.	The	casual,	unprepared	nature	of	his	videos	likely	made	them	appear	more	authentic—a	valued	characteristic	in	social	media,	as	implied	in	this	campaign	consultant’s	advice:	“Don’t	make	social	media	communication	sound	like	talking	points	or	headlines—make	them	sound	like	you”	(Shaw	2018,	85).	The	Best	Party’s	political	ad,	“The	Best	Video,”	moreover,	was	effective	at	generating	views	and	thus	creating	attention,	which	was	likely	due	to	its	innovative	combination	of	music,	comedy,	and	politics.	In	general,	as	this	scholar	puts	it,	“the	most	edgy	and	imaginative	videos	are	the	ones	with	most	success”	(Panagopoulos	2009,	6).	The	Best	Party	also	succeeded	at	connecting	various	online	platforms,	thereby	potentially	developing	a	community	among	users.	Its	Facebook	page	showed	that	the	party	frequently	posted	links	to	the	campaign	website	and	YouTube.	Thus,	it	was	effective	at	updating	users	and	keeping	them	informed.	Adding	to	this,	the	Facebook	page	reflected	the	type	of		“casual	and	personal	style	of	communication,”	as	opposed	to	a	formal	language,	which	is	also	recommended	for	social	media	(Shaw	2018,	96).	
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All	in	all,	The	Best	Party’s	online	campaign	illustrates	an	experimental,	playful,	and	creative	use	of	digital	genres	and	social	media	platforms	that	was	not	so	common	at	this	point	in	time.	This	is	not	an	insignificant	factor	of	The	Best	Party’s	win,	as	it	likely	helped	mobilize	(younger)	voters	besides	creating	attention.		
Election	promises		As	seen,	the	election	promise,	in	particular,	plays	a	central	role	in	the	comedians’	campaigns.	Both	comedians	present	empty	or	absurd	election	promises	in	order	to	expose	traditional	election	promises	as	equally	empty.	In	Gnarr’s	case,	Helgadóttir	(The	Best	Party’s	campaign	manager)	expresses	this	point	in	an	interview	as	follows:	“Everybody	promises	everything:	there	is	a	false	sense	that	you	can	tie	your	trust	to	a	politician	and	that	they	will	save	you.	We	were	suspicious	of	the	genre	of	the	political	promise,	its	tone”	(Pendakis	2013).		The	attention	the	election	promise	is	paid	in	both	comedians’	campaigns	suggests	that	the	political	promise	is	an	essential	election	genre—and	has	been	for	a	long	time.	According	to	Jørgensen,	political	promises	have	come	to	play	a	key	role	in	political	rhetoric	in	recent	years,	not	only	in	Denmark,	but	also	in	a	range	of	democracies	in	Europe	(Jørgensen	2015,	67).	In	Denmark,	and	likely	elsewhere,	this	development	is,	at	least	partly,	a	result	of	so-called	‘contract	politics,’	which	Jørgensen	describes	as	“a	set	list	of	governmental	issues	that	the	politicians	promise	to	enforce	and	uphold	unconditionally	until	the	next	election”	(Jørgensen	2010).	Put	simply,	the	politicians	make	a	contract	with	voters	concerning	their	future	actions,	so	voters	know	what	to	expect	and	demand	from	their	politicians.	This	strategy	has	a	logical	ring	to	it:	If	people	distrust	politicians,	they	might	come	to	trust	them	more	if	they	have	a	contract	with	the	politicians’	promise	in	writing.		In	Denmark,	the	then	Prime	Minister	Anders	Fogh	Rasmussen	launched	contract	politics	at	the	general	election	in	2001.	However,	the	governing	strategy	came	with	several	disadvantages,	as	Jørgensen	also	points	out.	Roughly	put,	it	disables	political	argumentation.	By	giving	promises	and	guarantees	in	the	form	of	a	contract,	politicians	set	the	course	for	future	actions	that	they	cannot	deviate	from	because	of	the	signed	contract.	Therefore,	when	the	guarantee	is	given	what	is	left	to	debate?	Additionally,	such	contracts	leave	little,	if	any,	room	for	a	change	of	opinion.		
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Thus,	the	increased	focus	on	promises	as	a	consequence	of	contract	politics	has	proven	an	unhealthy	or	counterproductive	practice	for	political	debate.	Even	though	politicians	in	recent	years	have	moved	away	from	this	governing	strategy,	one	may	still	to	this	day	observe	a	vicious	cycle:	As	a	consequence	of	contract	politics,	political	debate,	broadly	speaking,	has	been	reduced	to	a	“hunt	for	promises,”	as	Jørgensen	phrases	it	(2015).	More	promises	has	resulted	in	more	broken	promises—so	many,	in	fact,	that	the	broken	election	promise	also	has	become	a	topos	in	contemporary	political	rhetoric	(ibid,	75).	This	leads	to	dissatisfaction	among	voters	who	repeatedly	experience	that	politicians	do	not	live	up	to	their	word.	However,	as	a	result	of	contract	politics,	the	public	likely	has	become	“more	prone	to	expect	and	demand	promises	from	politicians”	(ibid,	69).		Thus,	Haugaard	and	SABAE	were	anticipatory	of	this	development,	it	seems,	as	the	political	promise	following	their	campaigns	has	come	to	gain	almost	crucial	importance	in	elections.	In	light	of	this	development	and	its	consequences,	the	comedians’	parodic	uptakes	of	the	genre	likely	served	an	important	function	in	their	campaigns	providing	voters	with	comic	relief.	By	making	absurd	campaign	promises,	they	echo	voters’	frustration	with	politicians	who	often	do	not	live	up	to	their	promises.	The	Best	Party’s	moral	code	particularly	exemplified	this	practice,	since	almost	every	rule	or	promise	of	moral	conduct	included	an	exception	to	the	rule	cancelling	it	altogether.	Thus,	these	parodies	expose	that	the	political	promise	has	lost	its	function	and	has	become	an	empty	signifier.		As	such,	the	comedians’	election	promises	illustrate	Meyer’s	second	humor	function:	clarification.	This	strategy	may	increase	the	chance	of	audiences	recalling	a	speech	or	an	argument,	for	instance,	by	including	humorous	sound	bites	or	“catch	phrases.”	Since	these	are	easily	remembered	and	often	well	distributed	in	the	media,	the	clarification	function	of	humor	is	particularly	useful	for	politicians,	Meyer	notes	(2000,	319).	The	comedians’	election	promises	thus	may	be	understood	as	humorous	sound	bites	that	contain	a	condensed	critical	message,	namely	that	promises	made	by	politicians	have	little	value;	they	should	not	be	trusted,	and	cannot	be	taken	at	face	value.	One	of	Haugaard’s	election	promises,	in	particular,	illustrates	this	point:		On	21st	of	September	2016,	the	Danish	Broadcasting	Corporation	(DR)	recalled	Haugaard’s	election	in	1994,	22	years	ago,	in	a	segment	on	the	television	news.	The	40	seconds	long	video	clip	was	also	uploaded	on	DR’s	Facebook	page	along	with	the	following	
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description:	“22	years	ago	Jacob	Haugaard	was	elected	for	Parliament	as	an	independent	candidate	with	the	unforgettable	election	promise:	‘tailwind	on	the	bike	path’”	(my	emphasis).56	Most	of	the	63	comments	posted	in	response	to	the	video	of	Haugaard	on	the	day	after	his	election	are	positive,	and	eight	people	want	him	back	in	Parliament,	to	run	for	reelection,	or	more	politicians	like	him.	This	suggests	that	even	after	all	these	years	Haugaard	is	still	a	celebrated	figure	and	enjoys	a	particular	status	in	Danish	cultural	life.		This	status	is	linked	to	one	election	promise	in	particular,	which	interestingly	is	described	as	“unforgettable.”	Thus,	it	would	seem	that	this	election	promise	has	become	a	sound	bite	of	sorts	that	reminds	the	public	of	the	absurdity	of	making	election	promises.	In	turn,	the	phrase	also	recalls	to	us	the	particularity	of	Haugaard’s	case:	Although	he	did	not	become	the	court	jester	in	Parliament	he	proclaimed	he	would,	he	still	managed	to	get	elected	in	a	highly	unusual	way	and	do	what	practically	no	other	had	done	ever	before.57	Or	have	done	ever	since	in	Denmark.	In	other	words,	people	still	remember	Haugaard	because	of	this	election	promise,	and	people	still	remember	the	critical	message	encapsulated	in	this	election	promise	because	of	Haugaard.		
	
Self-representation	The	second	point	of	comparison	between	the	cases	relates	to	the	comedians’	self-representation	and	more	specifically	to	their	creation	of	political	personas.	Haugaard	and	Gnarr	develop	personas	that	share	several	features,	both	visually	and	verbally:	In	his	autobiography	Haugaard	explains	that	he	began	giving	thought	to	his	political	persona	after	the	first	election	in	1979:	“I	started	to	shape	Jacob	Haugaard,	the	politician,	based	on	what	people	knew	about	politicians.	I	took	shape	of	the	image	all	people	recognize	from	television.	Well-dressed	and	full	of	empty	promises”	(Haugaard	1999,	16).	Similarly,	Gnarr	describes	his	political	persona	as	“a	simple-minded	local	politician	with	an	autocratic	demeanor	and	completely	absurd	campaign	promises”	(Gnarr	2014,	47).	Thus,	both	
																																																								56	See	description	and	video	on	Facebook	here:	https://www.facebook.com/DRNyheder/videos/1278522518864936/?comment_id=1281420518575136	(Seen	29th	of	June	2018).		57	Haugaard	himself	hints	at	this	in	an	interview	shortly	before	the	end	of	his	election	term:	“It	is	hard	to	define,	but	I	also	believe	that	the	fact	that	I	have	been	at	Christiansborg	will	have	a	greater	meaning	now	that	I	leave	Parliament”	(Ritzaus	Bureau	1998).	
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comedians	appear	formally	dressed	in	suit	and	tie	when	in	character	as	political	candidates,	making	empty	and	absurd	election	promises.	Moreover,	both	comedians	distort	their	representation	of	a	political	candidate,	that	is,	the	traditional	look	of	a	politician,	though	in	different	ways.	Through	his	specially	made	suit,	‘Yves	Sack	Laurent,’	which	“symbolized	the	bank	director	and	garbage	bin	all	in	one,”	Haugaard	merged	his	“real	self”	and	his	“fictional	self,”	the	buffoon	and	the	politician.	Similarly,	The	Best	Party’s	political	ad	represents	Gnarr	in	his	two	roles:	Inside	the	sound	studio	Gnarr	appears	‘as	himself,’	dressed	casually	with	stubble	and	his	hair	in	disorder,	and	outside	the	sound	studio,	he	appears	as	a	political	candidate	dressed	formally	in	a	suit	and	tie.	Both	comedians	thus	maintain	a	critical	distance	to	their	candidacies	and	stress	that	they	have	more	in	common	with	voters	than	actual	politicians.	This	likely	helped	create	identification	with	voters	(Meyer	2000).		Both	comedians	also	create	a	political	persona,	whom	they	describe	as	a	“used-car	dealer”	(in	Gnarr’s	case,	as	“an	American	used	car	salesman”).	Haugaard	portrays	the	character	on	his	1988	election	poster	posing	next	to	a	Rolls	Royce	in	a	suit,	tie,	and	broad-brimmed	hat,	while	smoking	a	cigar.	The	heading,	“An	honest	man,”	emphasizes	the	irony	of	trusting	a	used-car	dealer,	and	in	the	context	of	an	election	poster,	a	politician.	The	juxtaposition	of	politicians	and	used-car	dealers	thus	implies	that	both	are	distrusted	professions.	The	analogy	entails	that	like	a	politician	a	used-car	salesman	will	promise	you	a	Rolls	Royce	and	barely	deliver	four	wheels.	Thus,	the	image	of	a	used-car	dealer	is	in	both	cases	invoked	to	profile	political	dishonesty.			This	image	also	corresponds	with	the	perceived	role	of	the	politician	as	a	salesman	of	sorts	in	contemporary	politics:	As	much	research	points	out,	politics	increasingly	has	shifted	to	the	logics	of	media,	advertisement,	and	entertainment.	By	consequence,	the	style,	personality,	and	representation	of	politicians	has	become	a	crucial	aspect	of	political	communication.	In	fact,	“politics	is	marketing,”	as	Street	states,	and	accordingly,	“representatives	sell	themselves	to	their	market”	(Street	2004,	441,	original	emphasis).	By	extension,	politicians	‘sell’	promises	in	exchange	for	votes.	But	as	the	comedians’	representation	of	a	politician	as	a	used-car	dealer	suggests,	politicians	and	their	promises	cannot	be	trusted.		
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Thus,	the	comedians	play	or	experiment	with	their	self-representation.	In	doing	so,	they	both	employ	techniques	or	strategies	associated	with	avant-garde	movements.	The	result	of	Haugaard’s	efforts	can	be	seen	on	his	election	posters	in	the	many	images	of	him	dressed	up,	as	a	woman,	a	marine	biologist,	and	a	father,	or	with	glasses,	sunglasses,	a	hat	etc.	Although	Haugaard	visually	develops	a	political	persona	that	is	more	recognizable	as	a	parody	of	a	politician	(in	a	suit,	hat,	and	tie),	his	attempts	at	creating	a	political	persona	overall	were	random	and	did	not	resemble	a	political	candidate	in	particular.	Thus,	his	buffoonish	representations	were	not	the	result	of	any	specific	strategy	employed	to	achieve	any	specific	purpose.	Rather,	they	were	characterized	by	his	adherence	to	Dada	techniques	and	employed	for	the	opposite:	to	obscure	that	there	was	no	purpose	or	point	at	all.		Through	his	disguises	Haugaard	represents	many	different	types	of	people	but	he	does	not	target	anyone	in	particular.	Rather,	his	use	of	humor	reflects	a	generally	mild	satiric	mockery	of	Danish	politics	that	few	would	disagree	with.	Thus,	his	representations	also	seem	to	illustrate	the	overall	inclusive	form	of	humor	that	characterized	his	election	meetings.	As	mentioned,	the	press	coverage	of	Haugaard	was	overwhelmingly	positive	and	helped	create	an	image	of	him	as	‘a	man	of	the	people.’	Due	to	the	folksy	nature	of	his	election	events	at	which	he	served	the	public	beer	or	handed	out	Christmas	presents,	Haugaard	attracted	a	wide	sector	of	the	population.	His	popular	appeal	was	connected	with	his	generosity	and	presence	on	stage,	as	his	concern	for	the	weakest	in	the	audience	(children	and	handicapped)	illustrated,	for	example.	Moreover,	Haugaard	generally	represents	himself	as	an	inferior	person:	The	overall	primitive	appearance	of	his	election	posters,	his	poses	in	various	disguises	and	in	compromising	situations,	and	his	pledges	to	fight	for	the	right	to	be	ugly	and	stupid,	are	all	examples	of	how	he	ingratiates	himself	to	the	voters.	While	signaling	that	he	is	equal	to	them,	he	simultaneously	debunks	the	authority	of	a	politician.	Adding	to	this,	Haugaard’s	self-deprecatory	humor	also	relates	to	the	inclusive	atmosphere	of	his	election	events:	Through	his	buffoonish	entertainment	on	stage,	he	signaled	that	no	one	is	as	much	of	an	outsider	as	him—therefore	anyone	is	‘an	insider.’	Haugaard	thereby	appealed	to	the	particularly	Danish	“who-do-you-think-you-are”	mentality	(the	law	of	Jante)	that	does	not	‘allow’	anyone	to	be	better	than	one’s	peers.	On	this	account,	voters	likely	identified	with	Haugaard.	
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Gnarr’s	play	with	his	self-representation,	in	turn,	is	not	associated	as	much	with	his	visual	representation,	but	rather	with	his	performance	as	a	political	candidate.	The	Best	Party’s	campaign	performance	strategy,	‘keeping	them	guessing,’	may	illustrate	Gnarr’s	shift	of	roles:	Sometimes	Gnarr	would	act	as	a	simpleton,	making	deliberate	mistakes	and	over-enthusiastic	election	promises;	sometimes	he	would	express	himself	sincerely	and	honestly;	and	sometimes	he	would	behave	in	an	unpredictable	way,	leaving	interviews	or	give	incoherent,	absurd	answers.	This	strategy	thus	can	be	characterized	as	calculated	surrealistic	maneuvers	to	keep	the	media’s	and	public’s	attention	by	blurring	the	boundaries	between	real	and	unreal,	sincerity	and	parody.	Thus,	it	reflects	a	more	strategic	use	of	humor	than	seen	in	Haugaard’s	case.	Moreover,	contrary	to	Haugaard,	who	primarily	appears	as	an	inferior	person,	Gnarr	only	sometimes	acts	like	a	simpleton.	His	parody	also	is	dominated	by	his	performance	as	an	over-enthusiastic	political	candidate	with	megalomania	promising	“all	kinds	of	everything.”	Adding	to	this,	The	Best	Party’s	moral	code	reflected	a	calculating	persona	that	formulated	rules	of	moral	conduct	in	such	a	way	that	permitted	The	Best	Party	to	lie	and	cover	up,	if	it	suited	the	party.	Gnarr	thereby	doubled	the	target	of	his	parody:	The	bankers	and	politicians	who	showed	no	restraint	in	financial	matters,	thus	giving	the	impression	that	anything	was	possible,	and	covered	up	their	own	role	in	allowing	the	crisis	to	escalate.	Thus,	a	specific	target	motivates	Gnarr’s	parody,	which	therefore	reflects	a	more	divisive	form	of	humor	than	seen	in	Haugaard’s	case.	The	strategy	of	differentiation	was	suitable	as	there	was	a	lot	of	anger	and	tension	in	the	Icelandic	society	towards	established	politicians.		Gnarr’s	parodic	persona	may	have	served	to	release	some	of	this	tension.			Another	factor	influencing	the	comedians’	electoral	success	is	the	extensive	publicity	they	managed	to	generate	based	on	their	unusual	political	personas.	Gnarr’s	campaign	performance	strategy,	as	mentioned,	was	designed	to	increase	media	exposure.	Moreover,	according	to	Sigurjónsdóttir,	Gnarr’s	“celebrity	status	as	an	actor	and	a	stand-up	comedian	ensured	him	considerable	news	coverage”	(2013,	99).	As	the	case	study	of	Haugaard,	and	particularly	his	election	events,	showed,	he	also	generated	a	large	amount	of	publicity.	For	instance,	already	during	his	first	campaign	in	1979,	Haugaard	received	“a	good	deal	of	media	coverage,”	as	a	reporter	notes	and	next	observes:	“He	is	a	good	show.	And	the	
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parliamentary	candidate’s	media	strategy	is	straightforward:	He	gives	the	press	what	it	wants…”	(Albjerg	1979,	original	emphasis).		The	value	of	show	business	and	originality	in	contemporary	media	society,	as	the	above	quotation	suggests,	also	corresponds	with	the	development	of	political	communication:	The	influence	of	entertainment	culture	on	politics	has	meant	that	the	individual	performance	and	personality	of	a	politician	has	become	of	increasing	importance	(van	Zoonen	2005,	69).	Since	political	representation	takes	place	under	different	conditions	today,	a	politician’s	persona	also	is	judged	by	different	standards:	“In	the	contemporary	entertainment-political	complex,	this	persona	should	be	the	embodiment	not	only	of	political	histories,	issues,	interests,	and	communities,	but	also	of	the	ingredients	of	celebrity	culture”	(ibid,	72).	Such	ingredients	include	the	charisma	and	personal	traits	of	the	candidate.		Comedians	and	celebrities	like	Haugaard	and	Gnarr	thus	have	the	kind	of	characteristics	that	generally	are	sought	after	in	modern-day	media	society.	Moreover,	the	comedians	share	several	personal	traits,	which	possibly	worked	in	their	favor	too:	Both	are	old	punkers,	more	or	less	self-taught	in	life,	and	they	have	had	a	variety	of	jobs.	The	comedians	were	familiar	with	the	lower	end	of	society,	and	had	experienced	being	society’s	outsiders.	For	example,	Haugaard	received	social	security	benefits	for	many	years,	and	Gnarr	had	no	formal	education.	Neither	comedian	made	any	attempt	to	hide	these	personal	facts,	which	may	have	appealed	widely,	since	the	comedians	did	not	reflect	the	average,	well-educated	political	candidate	but	rather	an	average	person,	full	of	flaws,	and	more	like	the	rest	of	the	population.	In	Haugaard’s	case	this,	too,	might	have	contributed	to	the	image	that	the	media	helped	create	of	him	as	‘a	man	of	the	people’.			Overall,	by	creating	these	parodic	political	candidates,	the	comedians	invite	the	public	to	laugh	at	power,	and	by	laughing	“we	expose	its	contingency,	we	realize	that	what	appeared	to	be	fixed	and	oppressive	is	in	fact	the	emperor’s	new	clothes”	(Critchley	2002,	11).	The	comedians	reveal	norms	and	conventions	within	politics	and,	more	generally,	in	society	that	do	not	necessarily	need	to	be	so.	They	point	to	the	possibility	that	things	could	be	different,	and	that	there	are	alternative	ways	of	looking	or	acting	‘like	a	politician.’	By	use	of	humor,	as	John	Morreall	puts	it,	they	expose	“a	discrepancy	between	what	people	should	
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be	and	what	they	are,”	and	thereby	may	help	promote	critical	thinking	about	that	authority	(Morreall	2005,	72).		Accordingly,	it	may	also	be	that	voters	have	supported	the	comedians	because	they	based	on	the	parodies	have	come	to	learn	that	some	norms	in	politics	are,	in	fact,	harmful.		In	other	words,	the	comedians	may	not	only	have	echoed	voters’	attitude	or	frustration,	but	also	have	revealed	new	aspects	of	politics	that	voters	then	realize	are	counterproductive.	As	Peter	Berger	phrases	it:	“it	may	be	a	result	of	the	satirist’s	labors	that	the	audience	comes	to	understand	the	undesirability	of	what	is	attacked”	(Berger	1997,	158,	original	emphasis).			 In	sum:	By	deliberately	distorting	the	election	campaign	genre	and	creating	political	personas	that	undermined	established	politicians,	the	comedians	performed	the	social	action	of	political	humor.	Based	on	their	ability	to	create	comic	relief	and	give	voice	to	voters’	frustration,	the	comedians	proved	themselves	competent	rhetors	and	thus	paradoxically	were	ascribed	high	ethos,	resulting	in	votes	(Isager	2003).	Therefore,	as	the	comedians	perform	the	social	function	of	political	humor,	they	inadvertently	fulfill	the	social	function	of	an	election	campaign	as	well.			
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6.	Conclusion	This	dissertation	set	out	to	uncover	the	two	cases	of	the	comedians	Jacob	Haugaard	and	Jón	Gnarr	who	extraordinarily	won	their	elections	based	on	humorous	election	campaigns.	It	explored	how	the	comedians	employed	humor	as	a	rhetorical	strategy	to	distort	the	conventions	and	functions	of	an	election	campaign,	and	how	they	in	spite	of—or	more	likely	because	of—such	violations	accomplish	the	social	action	of	a	campaign:	winning	the	election.	Contrary	to	what	one	might	expect,	the	comedians	did	not	use	humor	to	win	their	elections—because	they	did	not	run	election	campaigns	to	win	elections.	The	comedians	principally	used	humor	to	entertain,	have	fun,	and	make	people	laugh—like	comedians	usually	do.	Accordingly,	the	case	studies	uncovered	generic	violations	of	common	campaign	genres,	such	as	election	posters,	election	events,	a	party	program,	and	a	political	ad,	suggesting	that	the	comedians	aimed	to	accomplish	other	social	actions	than	expected	of	the	genres.		Such	violations	primarily	were	related	to	the	comedians’	parodic	uptakes	of	election	promises	and	to	the	creation	of	their	political	personas.	By	making	empty	and	absurd	election	promises,	they	exposed	traditional	promises	as	equally	empty	and	of	little	value.	Moreover,	by	representing	themselves	as	simple-minded,	inferior,	over-enthusiastic,	and/or	calculating,	the	comedians	debunked	the	authority	of	the	traditional	politician	and	exposed	the	politician	as	a	person	who	simply	tells	voters	what	they	want	to	hear	and	thus	cannot	be	trusted.		Through	their	parodic	uptakes	of	election	campaigns,	the	comedians	also	accomplished	the	social	action	of	political	humor,	namely	to	undermine	the	ruling	powers,	highlight	incongruities,	for	example	between	what	politicians	promise	and	what	they	actually	deliver,	and	to	criticize	political	decisions	and	conduct.	Moreover,	the	comedians	created	political	personas	with	which	the	voters	could	identify:	By	mirroring	and	echoing	voters’	dissatisfaction	with	politicians	and	their	valueless	promises,	the	comedians	may	have	helped	to	release	tension.	Through	unifying	or	divisive	humor	strategies	the	comedians	successfully	gave	voice	to	voters’	frustrations,	it	seems,	thereby	winning	their	support	(votes).	Thus,	by	fulfilling	the	social	action	of	political	humor,	the	comedians	unintentionally	fulfill	the	social	action	of	an	election	campaign	as	well.		
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In	other	words,	the	case	studies	revealed	that	the	comedians	won	their	elections	despite	the	fact	that	they	did	not	employ	humor	to	fulfill	the	purpose	of	the	election	campaign	genre.	The	case	studies	nonetheless	reveal	insights	about	how	humor	may	be	used	for	persuasive	purposes.	The	case	studies	also	revealed	that	rhetorical	theory	on	humor	did	not	match	the	comedians’	use	of	humor	entirely.	While	ancient	rhetoricians	warn	speakers	against	invoking	laughter	at	all	costs,	the	comedians	contrarily	raise	laughter	simply	for	the	sake	of	laughter	and	fun,	among	other	things.	They	also	breached	the	limits	of	decorum.	For	example,	like	Haugaard,	through	buffoonish,	and	at	times	indecent,	appearances	on	his	election	posters,	and	like	Gnarr,	through	his	shifting	performances	(from	surreal	to	satiric	to	sincere).	Such	examples	moreover	reflect	their	use	of	avant-garde	strategies	often	serving	to	obscure	their	purpose	or	intentions,	thereby	deliberately	sabotaging	their	candidacies.	Thus,	in	many	respects	the	comedians	do	not	follow	rhetorical	advice	on	how	to	use	humor	persuasively,	as	the	function	of	their	campaigns	often	is	to	provoke	rather	than	persuading	anyone	of	anything	in	particular.	However,	despite	such	violations	of	theory	and	genre	the	comedians	were	successful.		Other	factors	likely	affected	the	comedians’	wins	as	well.	Both	comedians	managed	to	generate	a	lot	of	publicity	due	to	their	creation	of	parodic	political	personas	and	their	celebrity	status.	For	instance,	In	Haugaard’s	case,	the	extensive	media	coverage	he	received,	especially	in	connection	with	his	unusual	election	events,	helped	create	an	image	of	him	as	‘a	man	of	the	people.’	Based	on	his	wide	popular	appeal,	inclusive	humor,	and	the	folksy	atmosphere	at	his	election	events	as	well	as	his	initiatives	to	give	back	the	government	support	to	the	people	(in	keeping	with	his	election	promise),	Haugaard	became	“a	phenomenon.”	The	increased	influence	of	media,	entertainment,	and	celebrity	culture	on	contemporary	politics	therefore	might	have	impacted	the	comedians’	elections;	since	the	development	of	political	communication	has	meant	a	greater	emphasis	on	the	performance	and	personality	of	a	politician,	comedians	like	Haugaard	and	Gnarr	are	more	likely	to	gain	favor.	In	Gnarr’s	case,	the	innovative	use	of	digital	media	in	The	Best	Party’s	campaign	may	also	have	impacted	its	election	positively.	In	2010,	the	use	of	social	media	platforms	and	other	digital	genres	(websites,	blogs)	for	campaigning	was	still	a	somewhat	novel	phenomenon.	The	Best	Party,	it	seems,	was	skilled	at	making	use	of	such	digital	tools	for	
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social	functions	of	significance	to	an	election	campaign:	creating	attention,	mobilizing	and	reaching	voters,	and	developing	a	community.	Moreover,	the	financial	crisis	in	Iceland	at	the	time	is	a	special	circumstance	that	in	all	likelihood	had	bearing	on	The	Best	Party’s	victory	as	well.		That	being	said,	the	circumstances	alone	cannot	account	for	the	comedians’	elections.	At	any	rate,	it	is	a	special	occurrence	that	parody	in	these	cases	became	reality,	and	that	the	comedians	over	night	became	the	authority	that	they	themselves	had	targeted.	Like	Gnarr	notes:	“Comedy	is	very	temporal;	today’s	joke	might	be	tomorrow’s	pressing	issue”	(Magnússon	2010).	Therefore,	in	the	future,	pay	close	attention	to	jokes	because	they	very	well	may	turn	real.	
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Summary	Mette	Møller:	Running	for	fun,	elected	for	real.	A	genre	based	analysis	of	two	comedians’	
humorous	election	campaigns.	Ph.D.	dissertation	submitted	22nd	of	July	2018	to	the	Department	of	Nordic	Studies	and	Linguistics,	Faculty	of	Humanities,	University	of	Copenhagen.		This	dissertation	explores	two	cases	of	comedians	who	won	political	elections	as	a	result	of	running	primarily	humorous	election	campaigns:	Danish	comedian,	Jacob	Haugaard,	who	became	Member	of	Parliament	from	1994	to	1998,	and	Icelandic	comedian,	Jón	Gnarr,	who	became	Mayor	of	Reykjavík	from	2010	to	2014.	The	overall	purpose	of	the	dissertation	is	to	uncover	the	comedians’	election	campaigns	in	depth	so	that	we	may	come	to	a	better	understanding	of	how	the	comedians	employed	humor	in	their	campaigns	and	how	this	use	may	have	affected	their	wins.	Through	genre	based	analyses	of	a	variety	of	election	campaign	genres,	such	as	election	posters,	election	events,	a	party	program,	a	political	ad,	and	a	campaign	website,	the	case	studies	reveal	generic	violations,	which	suggest	that	the	comedians	primarily	use	humor	for	the	purpose	of	laughter,	entertainment,	and	criticism	of	established	politicians	or	conventions	in	politics.	Thus,	not	for	the	generic	purpose	of	an	election	campaign:	to	win	the	election.	Instead,	they	perform	the	social	function	of	political	humor:	to	point	out	incongruities	in	politics	and	undermine	political	authorities.	They	principally	do	so	by	distorting	the	election	promise	(making	empty	promises)	and	by	creating	and	appearing	as	political	personas	that	are	simple-minded,	incompetent,	and/or	calculating.		Although	the	comedians	deliberately	sabotage	their	candidacies,	voters	nevertheless	supported	them.	This	suggests	that	the	comedians	succeeded	at	mirroring	the	opinions	and	values	of	voters,	thereby	releasing	shared	frustrations	relative	to	political	conduct	and	conventions.	By	accomplishing	the	social	action	of	political	humor,	the	comedians	in	effect	accomplish	the	social	action	of	an	election	campaign	as	well.	The	case	studies	therefore	reveal	insights	into	how	humor	may	be	employed	as	a	rhetorical	strategy—even	though	it	is	not	employed	for	the	purposes	expected	of	an	election	campaign.		 	
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Resumé	Mette	Møller:	Opstillet	for	sjov,	valgt	i	virkeligheden.	En	genrebaseret	analyse	af	to	komikeres	
humoristiske	valgkampagner.	Ph.d.-afhandling	indleveret	22.	juli	2018	til	Institut	for	Nordiske	Studier	og	Sprogvidenskab,	Det	Humanistiske	Fakultet,	Københavns	Universitet.		Denne	afhandling	undersøger	to	komikeres	humoristiske	og	succesfulde	valgkampagner,	nemlig	den	danske	komiker	Jacob	Haugaard,	der	var	medlem	af	Folketinget	fra	1994	–	1998,	og	den	islandske	komiker	Jón	Gnarr,	der	var	borgmester	i	Reykjavík	fra	2010	–	2014.	Formålet	med	afhandlingen	er	at	afdække	komikernes	valgkampagner	i	dybden	og	derigennem	opnå	en	bedre	forståelse	af,	hvordan	komikerne	brugte	humor	i	deres	kampagner,	og	hvilken	betydning	det	havde	for	deres	valgsejre.	Gennem	genrebaserede	analyser	af	et	bredt	udvalg	af	valgkampagnegenrer,	fx	valgplakater,	valgmøder,	et	partiprogram,	en	valgvideo,	og	en	hjemmeside,	blotlægger	casestudierne	en	række	genrebrud,	der	indikerer,	at	komikerne	ikke	sigtede	mod	at	opnå	genrens,	det	vil	sige	valgkampagnens,	formål:	at	vinde	valget.	Disse	genrebrud	var	særligt	forbundet	med	komikernes	parodiske	behandlinger	af	valgløfter,	samt	deres	selvskabte	politiske	personaer,	der	fremstår	enfoldige,	inkompetente	og/eller	kalkulerende.	Latter,	underholdning	og	kritik	af	etablerede	politikere	eller	politiske	konventioner	var	i	stedet	komikernes	primære	formål	med	deres	kampagner.	Komikerne	opfyldte	dermed	den	sociale	handling,	der	knytter	sig	til	politisk	humor:	at	udpege	uoverensstemmelser	i	politik	og	underminere	politiske	autoriteter.		Selvom	komikerne	saboterer	deres	kandidaturer	med	fuldt	overlæg,	opnåede	de	vælgernes	støtte.	Dette	tyder	på,	at	komikerne	lykkedes	med	at	spejle	vælgernes	holdninger	og	værdier	og	derigennem	forløse	fælles	frustrationer	i	forhold	til	politisk	adfærd	og	politiske	principper.	Derfor:	ved	at	opfylde	den	sociale	handling,	der	knytter	sig	til	politisk	humor,	opfylder	komikerne	samtidig	valgkampagnens	sociale	handling.	Casestudierne	bidrager	på	den	måde	med	et	indblik	i,	hvordan	humor	kan	bruges	som	en	retorisk	strategi	–	også	selv	om	komikerne	ikke	bruger	humor	til	at	opnå	de	formål,	man	ville	forvente	i	en	politisk	valgkampagne.				 	
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Appendix	A:	SABAE’s	election	posters	
	
“Advarsel!!”	(“Warning!!”)	(1979)	 	
Photo	by:	Jacob	Haugaard.	
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“Gør	gode	tider	bedre…”	(“Make	good	times	better…”)	(1981)		
Photo	by:	Poul	Møller.	
	 179	
“Gift”	(“Married”)	(1984)		
	 	 Photo	by:	Poul	Møller.	
	 180	
“Fremtiden	i	trygge	hænder”	(“The	future	in	safe	hands”)	(1987)	
	
Photo	by:	Poul	Møller.	
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“En	ærlig	mand”	(“An	honest	man”)	(1988)	
	 Photo	by:	Poul	Møller.	
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“Gør	din	pligt:	Kræv	din	ret”	(“Do	your	duty:	Demand	your	right”)	(1990)	
	 Photo	by:	Poul	Møller.	
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“Nu	eller	aldrig”	(“Now	or	never”)	(1994)	
	
	 	 Photo	by:	Jakob	Haugaard.	
Photo	by:	Jakob	Haugaard.	
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Appendix	B:	Email	correspondence	with	Paul	Smith		
	
The	following	email	correspondence	concerns	the	production	and	distribution	of	SABAE’s	
election	posters.		
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Appendix	C:	The	Best	Party’s	political	program	
	
The	text,	“Our	goals:	A	new	kind	of	political	program,”	is	included	in	Gnarr’s	autobiography	
(2014,	57-60).		
	Our	party	program	combines	the	highlights	of	all	the	other	parties’	programs.	We	rely	primarily	on	concepts	that	have	proven	themselves	in	the	welfare	states	of	Northern	Europe.	That	sounds	pretty	good	when	you	first	hear	it.	Both	the	state-controlled	planned	economy	with	its	paternalism,	and	the	laissez-faire	and	market	ethos	of	neoliberalism	have	failed,	while	societies	that	embody	an	active	democracy	seem	to	be	quite	resilient.	In	welfare	states,	social	justice	is	much	better	developed	than	elsewhere,	even	with	an	extremely	competitive	job	market.	This	is	a	good	thing.	We	Icelanders	have	over	the	years	moved	increasingly	away	from	the	line	followed	by	the	Scandinavian	welfare	states	and	we	must	pay	the	bitter	price.	The	economic	crisis	has	hit	us	particularly	hard	and	meant	the	crash	was	deeper	for	us	than	it	was	for	most	of	our	neighbors.	Unfortunately,	the	mood	in	the	country	is	correspondingly	lousy.	That’s	why	the	Best	Party	now	really	has	to	roll	up	its	sleeves	and	be	a	model	of	reconstruction,	economic	stability,	social	justice,	and	a	better	standard	of	living,	a	torchbearer	to	free	us	from	the	dark	ages	and	lead	us	into	a	better	future.	We	want	to	maintain	freedom	of	trade	and	an	open,	non-state	controlled	economic	order.		To	be	honest:	We	don’t	have	any	party	program	of	our	own.	But	we	still	act	as	if	we	did.	 The	Best	Party	is	a	liberal,	rock-solid	party	with	a	Scandinavian	twist.	We	want	to	tackle	the	urgent	problems	that	affect	us	all	and	set	in	motion	far-reaching	social	reforms,	operating	with	the	necessary	farsightedness	and	not	neglecting	social	justice.	We	defend	the	systematic	statehood	and	economic	and	cultural	independence	of	Iceland,	including	its	parliamentary	democracy	and	its	legal	system.	Citizens	are	being	extremely	cautious	these	days.	That	is	understandable.	For	us,	individual	human	beings	are	paramount,	and	by	that	we	mean	women	as	well	as	men.	We	don’t	think	that	women	are	naïve	fools	who	only	come	out	with	trivial	crap,	but	serious	people	who	have	something	to	say:	their	voices	must	be	heard.	Therefore,	we	want	to	open	a	women’s	café,	where	women	can	indulge	in	every	
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imaginable	specialty	coffee,	in	flavors	such	as	vanilla	or	cinnamon,	while	chatting	away	to	their	heart’s	content	and	slagging	off	whoever	and	whatever	they	want—and	every	word	will	be	recorded	and	carefully	archived.	We’ll	also	arrange	mystery	tours	for	our	grandmothers	and	grandfathers.			 As	a	transparent,	democratic	reform	party	we	are	also	planning	to	set	up	an	Ideas	Bank,	a	Sustainability	Center	as	we	shall	call	it,	to	provide	citizens	with	a	forum	where	they	can	present	their	ideas	for	the	future	and	give	them	a	transparent	environment	for	discussion.	The	best	ideas	will	be	rewarded	with	a	solemnly	conferred	special	Prize,	also	favoring	sustainability.	(For	example,	how	about	training	the	whales	and	fish	off	the	Icelandic	coasts?)		 In	addition,	we	are	committed	to	environmental	protection:	we	want	systematic	recycling,	a	transparent	use	of	natural	resources,	electric	cars,	and	less	pollution	of	the	air	and	the	environment,	all	on	the	basis	of	equality	and	equal	authority—in	line	with	the	values	of	our	party.	We	do	not	smoke	and	we	do	not	drink	alcohol.	We	will	turn	up	at	meetings	and	gatherings	and,	whenever	possible,	be	in	a	good	mood—we	will	also	be	thoughtful,	take	responsibility,	and	make	decisions.	We	want	a	new	society—the	best	society	that	ever	existed!	
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Appendix	D:	The	Best	Party’s	moral	code	
	
The	text,	“Our	moral	code,”	is	included	in	Gnarr’s	autobiography	(2014,	93-96).	
	The	following	“rules	of	moral	behavior”	apply	to	city	officials	and	fellow	workers	in	the	Best	Party,	as	well	as	all	those	who	represent	us	in	committees	and	panels.	They	also	apply	to	individuals	who	represent	the	party	in	public,	in	the	media,	on	the	Internet,	or	using	other,	similar	technologies,	including	those	that	have	yet	to	be	invented.	With	their	signatures,	all	party	members	agree	to	these	rules	and	are	committed	to	them.	Any	violator	of	the	rules	incurs	criminal	penalties	and	will	be	prosecuted.	Only	in	this	way	can	the	conscientious	observance	of	the	rules	be	achieved.	Anyone	who	is	suspected	of	violating	the	rules	must	temporarily	relinquish	office	while	relevant	officials	investigate	the	matter.	If	the	suspicion	is	confirmed,	the	person	in	question	will	immediately	be	suspended	from	party	membership	and	must	surrender	his	or	her	party	card	as	well	as	all	articles	that	bear	the	logo	of	The	Best	Party,	such	as	T-shirts,	buttons,	and	pens.	Also,	all	relevant	information,	photos,	and	text	materials	will	be	deleted	from	the	archives	of	the	Best	Party.		Finally,	the	expelled	member	must	make	a	personal	apology	by	asking	for	the	forgiveness	of	party	members	in	writing,	thus	showing	remorse	and	expressing	the	desire	for	reparation.	This	apology	should	include	an	expression	of	regret	at	causing	damage	to	our	party	and	its	image,	as	well	as	the	hope	that	the	voters	will	not	condemn	the	party	as	a	whole,	but	recognize	the	violation	as	the	mistake	of	one	individual.	Finally,	the	document	is	to	end	with	some	warm	words	about	the	party	and	its	wonderful	members,	and	then	be	published	in	easily	accessible	places	in	the	main	analog	and	digital	media.	
	
1)	Independence.	We	are	autonomous	and	independent	and	do	not	take	ay	sponsorship	money	either	from	wealthy	individuals	or	from	large	companies.	If	anyone	should	contact	us	with	that	intention	in	mind	and	offer	us	financial	support,	our	answer	in	each	case	must	be:	The	acceptance	of	sponsorship	from	commercial	companies	violates	Article	1	in	our	moral	
code!	However,	it	is	not	excluded	that	we	may	declare	this	point	to	be	void	where	necessary,	or	at	least	rethink	it	and	change	its	wording.	
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2)	Honesty.	We	expressly	decline	to	tell	a	lie.	Should	this	nevertheless	occur,	we	will	admit	it	without	hesitation.	If	we	are	caught	telling	a	lie,	we	ask	for	forgiveness	and	promise	never	to	do	it	again.		
3)	Personal	hygiene.	We	are	always	freshly	washed	and	properly	dressed.	When	we	shower	or	bathe,	we	follow	the	guidelines	of	the	Reykjavík	Municipal	Swimming	Pool	Company	and	clean	our	feet,	armpits,	and	genitals	in	particular	with	the	greatest	care.	
	
4)	Helpfulness.	Helpfulness	is	the	actual	core	of	these	rules.	We	see	ourselves	as	providing	a	service	and	are	always	willing	to	help—and	this	is	part	of	the	image	of	our	party.When,	for	example,	we	come	across	some	old	granny	who	can’t	get	by	on	her	own,	we	are	ready	to	help	straightaway.	We	do	not	fail	to	ask	a	friend	to	record	our	helpfulness	in	a	photo,	which	we	can	then	later	publish	in	the	media	or	online.	
	
5)	Cover-ups.	Keeping	silent	and	covering	things	up	are	the	archenemies	of	democracy.	Therefore,	we	make	no	use	of	these	practices,	at	most	exceptionally	and	then	only	in	self-defense.	With	us,	everything	gets	said—except	when	it	damages	the	reputation	of	the	party.		
6)	Confidentiality.	We	treat	everything	that	is	said	and	done	within	the	party	in	strict	confidence	and	broadcast	none	of	it	outside—unless	it	is	irresistibly	funny,	or	especially	beneficial	to	the	reputation	of	the	party	and	its	leader.		
7)	Good	mood.	We	are	always	happy	and	cheerful	and	always	have	a	smile	on	our	lips.	We	endeavor	to	spread	a	good	mood	and	not	to	show	our	inner	selves	to	the	outside	world.	Always	remember	that	we	are	the	best!	If	others	are	listening	in,	we	become	particularly	lively	in	our	discussions	of	our	party,	its	image,	and	how	much	fun	we	are	having.	And	we	try	to	prove	the	point	as	convincingly	as	possible	by	laughing.		
8)	Respect.	We	show	everyone	respect.	If	we	have	no	respect	for	someone,	then	we	act	as	if	we	did.	If	someone	tells	us	that	we	suck,	we	assure	him	what	a	great	guy	he	is.	We	do	not	
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discriminate,	not	even	the	dumbest	moron.	We	allow	ourselves	to	disrespect	people	only	when	we	are	talking	about	them,	not	with	them.	This	alone	is	the	ultimate	proof	of	true	respect.	
	
9)	Honesty.	We	also	always	treat	others	sincerely	and	honestly,	and	expect	the	same	from	them.	We	never	lie—unless	we	are	forced	to	do	so.		
10)	Cooperation.	With	us,	everything	supports	everyone	else.	We	are	a	unit,	not	a	random	collection.	If	one	of	us	publicly	comes	out	with	some	piece	of	nonsense,	we	are	loyal	and	say	we	share	this	opinion,	even	if	that’s	not	true.	In	this	way	we	strengthen	cohesion	and	team	spirit	with	the	party—and	thus	our	image	and	popularity.		
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Appendix	E:	The	Best	Party’s	party	platform	
	
The	text,	“We	are	better	than	all	the	others,”	is	included	in	Gnarr’s	autobiography	(2014,	73-
75).		
	
1)	Protection	and	support	for	Icelandic	households	Families	are	the	core	of	our	society	and	are	our	greatest	asset.	The	state	has	a	duty	to	meet	the	needs	of	households	and	to	campaign	for	the	protection	of	families	in	all	circumstances.	Because	they	deserve	only	the	best.		
2)	Benefits	for	vulnerable	members	of	society	These	people	need	our	help	and	support.	That’s	why	we	offer	free	use	of	the	city’s	buses	and	free	entry	to	all	swimming	pools,	because	everyone,	even	the	poor	or	otherwise	disadvantaged,	should	have	the	opportunity	to	move	in	comfort	throughout	our	city	after	a	nice	clean	shower.		
3)	An	end	to	corruption!	We	promise	to	fight	all	kinds	of	corruption—by	indulging	in	it	publicly	and	in	full	view	of	everyone.		
4)	Create	equal	rights	We	all	deserve	only	the	best,	no	matter	who	we	are	or	where	we	come	from.	We	will	ensure	that	everyone	gets	the	best,	and	do	our	best	for	every	individual.	After	all,	we	all	play	on	the	same	team—the	best!			
5)	More	transparency!	We	think	it’s	important	that	politicians	always	put	their	cards	on	the	table	so	that	the	citizens	know	what’s	going	on.	We	promise	to	implement	that	concretely	in	our	party	as	well.	
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6)	Active	democracy	Democracy	is	great,	and	active	democracy	even	better.	Therefore,	we	are	committed	to	it.		
7)	Debt	relief	for	everyone!	On	this	point	we	will	simply	let	the	people	decide—because	the	people	themselves	always	know	best	what’s	good	for	them.		
8)	City	buses:	pupils,	students,	and	the	disadvantaged	ride	free!	We	can	promise	more	cost	exemptions	than	any	other	party—because	we	won’t	actually	try	to	keep	our	promises!	So	we	could	promise	all	kinds	of	things,	no	matter	what,	from	free	plane	tickets	for	women	to	free	cars	for	the	rural	population.		
9)	Free	dental	treatment	for	children	and	the	disadvantaged	This	is	a	service	that,	so	far,	doesn’t	exist—so	we’ll	promise	it	along	with	the	rest.		
10)	Free	entrance	to	the	swimming	pool	for	all,	free	towels	included!	Probably	nobody	can	resist	this	offer—it’s	an	election	promise	of	which	we	are	very	proud.		
11)	The	banking	crash:	those	responsible	are	now	being	asked	to	pay	We	think	this	too	is	only	right.		
12)	Absolute	gender	equality	We	promise	absolute	gender	equality,	because	it	is	the	best	for	everyone.		
13)	We	also	take	women	and	the	elderly	seriously	Women	and	the	elderly	are	in	fact	rarely	given	a	proper	hearing.	Everyone	seems	to	agree	that	these	people	have	nothing	substantial	to	say.	We	will	change	that.		
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Appendix	F:	The	Best	Party:	Transcript	of	song	lyrics			
The	translation	of	the	song	lyrics	is	based	on	“The	Best	Video.”	It	can	be	found	on	YouTube	
here:	https://www.youtube.com/watch?v=xxBW4mPzv6E.		We	want	a	city	that	is	cuddly,	clean,	and	cool	And	topnotch	stuff	as	a	general	rule	Stop	the	usual	bluffs		Doing	better	isn’t	all	that	tough			Fountains,	wild	animals,	and	electric	trains	[Whispers]	Best…Best…Best…	No	more	concrete	and	steel	messing	up	our	brains		Send	it	all	back	Let	the	imbeciles	pack		[Chorus]	We	are	the	best		The	bestest	of	parties	Best	for	Reykjavík	Best	city	of	every	week	Things	have	gone	sour	We’ve	come	to	the	clean-out	hour	The	message	is	plain	We’ve	come	to	the	clean-out	hour		Gimme	a	B,	gimme	an	E,	gimme	a	S,	gimme	a	T		[Whispers]	Best…Best…Best…	Tell	the	squatters	in	charge	that	it	is	time	to	leave	The	blathering	loons	should	be	given	a	home	in	the	city	zoo			
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[Chorus]	We	are	the	best	The	bestest	of	parties	Best	for	Reykjavík	Best	city	of	every	week	Things	have	gone	sour	We’ve	come	to	the	clean-out	hour		Hey!	The	message	is	plain	It’s	time	for	a	major	change		All	by	yourself	on	Election	Day		The	ballot	looking	lifeless	and	a	little	gray	You	have	to	choose,	it’s	all	such	a	mess	Vote	for	us,	we’re	the	Best		[Gnarr’s	speech]	Fellow	citizens	The	time	has	come	for	everyone	in	Reykjavík	to	look	inside	their	hearts	To	discuss	with	their	family	and	friends:	Do	I	want	a	bright	future	with	the	Best	Party?	Or	do	I	want	Reykjavík	destroyed?		Free	towels	in	all	swimming	pools	A	polar	bear	for	the	Reykjavík	zoo	All	kinds	of	things	for	the	unfortunate	Disneyland	in	the	Vatsnamyrí	area	A	drug-free	parliament	by	2020	Sustainable	transparency	Away	with	Bj**i	Ben	and	in	with	Einar	Ben	Tollbooths	on	the	border	with	Seltjarnarnes	[a	municipality	next	to	Reykjavík]	Do	away	with	all	the	debt	Free	access	to	Hljómskálagardurinn	[a	city	center	park]	Economize:	we	only	need	one	Santa	
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And…and	we	will	not	accept	the	mediocre	Because	we	want	the	Best!			
